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1D a c i a  M u s i c
Brick
for orchestra
Marc Mellits
2005
w w w . m a r c m e l l i t s . c o m
D a c i a  M u s i c
2
special gratitude to Cece Wasserman
for the Orpheus Chamber Orchestra
to Janet Mellits Mazor
American Music Center, Orpheus Chamber Orchestra,
Commissioned by The Cheswatyr Commission Project:
A Partnership of the Cheswatyr Foundation,
National Public Radio, and WNYC Radio.
Instrumentation:
Cello
Viola
Violin II
Violin I
Harp
1 Percussion:
2 Bb Trumpets
2 Horns
2 Bassoons
Bass
2 Bb Clarinets
2 Oboes
2 Flutes (2nd doubling Piccolo)
Timpani, Glockenspiel, Xylophone, Marimba, Vibraphone
Brick
for orchestra
Marc Mellits
2005
v060708
* all string slurs indicate PHRASINGS ONLY and DO NOT necessarily indicate specific bowings; all pizz. are l.v.!
© 2005 Marc Mellits/Dacia Music (ASCAP)
3
Bass
*
Cello
*
Viola
*
Violin
*
II
I
 = ca. 138
Harp
Glockenspiel
Glockenspiel
B  Trumpet
II
I
Horn
II
I
Bassoon
II
I
B  Clarinet
II
I
Oboe
II
I
Flute
II
Score in C
I
 = ca. 138
for the Orpheus Chamber Orchestra
Brick
I: Gloria
Marc Mellits
2005
Cb.
4
Vc.
Vla.
Vln.
II
I
Hp.
Glock.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
2
I
6
Cb.
5
Vc.
Vla.
Vln.
II
I
A
Hp.
Glock.
to Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
11
A
3
Cb.
6
Vc.
Vla.
Vln.
II
I
B
Hp.
Mar.
Marimba
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
4
I
16
B
Cb.
7
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
21
5
Cb.
8
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
6
I
26
Cb.
9
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
31
7
Cb.
10
Vc.
Vla.
Vln.
II
I
C
Hp.
Mar.
to Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
8
I
36
C
Cb.
11
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
41
9
Cb.
12
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
10
I
46
Cb.
13
(no more than 10 seconds between each movement)
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
51
11
Bass
14
Cello
Viola
pizz.
Violin
II
pizz.
I
 = ca. 148
pizz.
Harp
Xylophone
B  Trumpet
II
I
Horn
II
I
Bassoon
II
I
B  Clarinet
II
I
Oboe
II
I
Flute
II
12
I
 = ca. 148
II: Terracotta Soup
Cb.
15
Vc.
Vla.
arco
Vln.
II
arco
I
A
arco
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
6
A
13
Cb.
16
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
14
I
11
Cb.
17
Vc.
Vla.
Vln.
II
I
B
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
16
B
15
Cb.
18
Vc.
Vla.
Vln.
II
I
C
Hp.
Xylo.
Xylophone
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
16
I
21
C
Cb.
19
pizz.
Vc.
pizz.
Vla.
pizz.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
26
17
Cb.
arco
20
Vc.
arco
Vla.
arco
Vln.
II
I
D
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
18
I
31
D
Cb.
21
Vc.
Vla.
Vln.
II
I
Hp. D  A
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
36
19
Cb.
22
Vc.
Vla.
Vln.
II
I
Hp. to 1
Xylo.
Tpt.
II
st. mute
I
(open)
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
20
I
41
Cb.
23
pizz.
Vc.
Vla.
pizz.
Vln.
II
I
E  = ca. 100
Hp.
Xylo.
Tpt.
II
senza sord.
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
46
E  = ca. 100
21
Cb.
24
Vc.
Vla.
Vln.
II
smooth div. unis. div.
I
smooth div.
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
22
I
52
Cb.
25
Vc.
Vla.
div.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
57
23
Cb.
26
Vc.
Vla.
Vln.
II
I
F
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
24
I
62
F
Cb.
27
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
67
25
Cb.
28
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
26
I
72
Cb.
29
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
77
27
Cb.
30
Vc.
Vla.
Vln.
II
I
3
pizz.; unis.
3 3
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
28
I
82
Cb.
31
Vc.
pizz.
Vla.
unis.
Vln.
II
pizz.; unis.
I
3 3 3 3 3 3 3 3
G  = ca. 148
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
87 G  = ca. 148
29
Cb.
32
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
30
I
93
Cb.
33
arco
Vc.
arco
Vla.
arco
Vln.
II
arco
sim.
I
H
arco sim.
Hp.
sim.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
98
H
31
Cb.
sim.
34
Vc.
sim.
Vla.
sim.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
32
I
103
Cb.
35
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
108
33
Cb.
36
Vc.
Vla.
Vln.
II
pizz.
I
I
pizz.
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
34
I
113
I
Cb.
37
Vc.
Vla.
Vln.
II
arco
I
arco
Hp.
Xylo.
Tpt.
II
open
I
open
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
118
35
Cb.
38
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
36
I
123
Cb.
39
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
128
37
Cb.
40
Vc.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
38
I
133
Cb.
41
Vc.
pizz.
Vla.
Vln.
II
I
Hp.
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
138
39
Cb.
42
(no more than 10 seconds between each movement)
Vc.
Vla.
Vln.
II
I
Hp. to 4 ’s
Xylo.
to Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
40
I
144
Bass
pizz.
43
Cello
pizz.
Viola
pizz.
Violin
II
sim.
I
 = ca. 168
sim.
Harp
sim.
Vibraphone
Vibraphone
Ped.
B  Trumpet
II
I
Horn
II
I
Bassoon
II
I
B  Clarinet
II
I
Oboe
II
I
Flute
II
I
 = ca. 168
III: Purple Dandelion 41
Cb.
44
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
(Ped.)
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
42
I
5
Cb.
45
Vc.
Vla.
Vln.
II
I
A
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
9
A
43
Cb.
46
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
44
I
13
Cb.
47
Vc.
Vla.
Vln.
II
I
B
Hp.
D
A
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
17
B
45
Cb.
48
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
46
I
21
Cb.
49
Vc.
Vla.
Vln.
II
I
C
Hp.
C
F B B
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
25
C
47
Cb.
50
Vc.
Vla.
Vln.
II
I
Hp.
D
G
C
F
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
48
I
29
Cb.
51
Vc.
Vla.
Vln.
II
I
Hp. D
Xylo.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
33
49
Cb.
52
Vc.
Vla.
Vln.
II
I
Hp.
D
A
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
50
I
37
Cb.
53
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
41
51
Cb.
54
Vc.
Vla.
Vln.
II
I
D
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
52
I
45
D
Cb.
55
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
cup mute
I
cup mute
Hn.
II
sord.
I
sord.
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
49
53
Cb.
56
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
senza sord.
I
senza sord.
Hn.
II
senza sord.
I
senza sord.
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
54
I
53
Cb.
(pizz.)
57
Vc.
(pizz.)
Vla.
(pizz.)
Vln.
II
sim.
I
sim.
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
57
55
Cb.
58
Vc.
Vla.
Vln.
II
I
Hp.
sim.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
56
I
61
Cb.
59
Vc.
Vla.
Vln.
II
I
Hp. C
F B B
Vib.
(Ped.)
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
65
57
Cb.
60
poco decresc.
Vc.
poco decresc.
Vla.
poco decresc.
Vln.
II
poco decresc.
I
poco decresc.
Hp.
D
G
C
F
poco decresc.
Vib.
poco decresc.
Tpt.
II
I
Hn.
II
I
Bsn.
II
poco decresc.
I
poco decresc.
Cl.
II
poco decresc.
I
poco decresc.
Ob.
II
poco decresc.
I
poco decresc.
Fl.
II
poco decresc.
58
I
69
poco decresc.
Cb.
61
Vc.
Vla.
Vln.
II
I
Hp.
D
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
73
59
Cb.
62
poco decresc.
Vc.
poco decresc.
Vla.
poco decresc.
Vln.
II
poco decresc.
I
poco decresc.
Hp.
D
A
poco decresc.
Vib.
poco decresc.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
60
I
77
Cb.
63
Vc.
Vla.
Vln.
II
I
Hp. G B
F
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
81
61
Cb.
64
poco decresc.
Vc.
poco decresc.
Vla.
poco decresc.
Vln.
II
poco decresc.
I
poco decresc.
Hp. poco decresc.
Vib.
poco decresc.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
poco decresc.
I
poco decresc.
Ob.
II
I
Fl.
II
poco decresc.
62
I
85
poco decresc.
Cb.
65
(no more than 10 seconds between each movement)
Vc.
Vla.
Vln.
II
I
Hp. to D
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
89
63
Bass
66
Cello
Viola
Violin
II
I
 = ca. 124; smooth & legato
Harp
D
sim.
Vibraphone
Vibraphone
Ped.
(motor on)
B  Trumpet
II
I
Horn
II
I
Bassoon
II
I
solo
B  Clarinet
II
smooth
sim.
I
smooth
sim.
Oboe
II
I
Flute
II
64
I
 = ca. 124; smooth & legato
IV: Refrigerator Wisdom
soli
Cb.
67
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
soli
Fl.
II
I
9
65
Cb.
68
smooth
decresc.
Vc.
div.; smooth
decresc.
Vla.
div.; smooth
decresc.
Vln.
II
div.; smooth
decresc.
I
A
div.; smooth
decresc.
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
decresc.
Cl.
II
I
Ob.
II
I
decresc.
Fl.
II
66
I
17
A
Cb.
69
Vc.
unis.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
25
67
Cb.
70
Vc.
Vla.
Vln.
II
0pizz. sim.
I
B
div.: /363 sul pont., /363 sul tasto
Hp.
sim.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
solo
Cl.
II
smooth
sim.
I
smooth
sim.
Ob.
II
I
Fl.
II
68
I
33
B
Cb.
71
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
soli
Fl.
II
I
41
69
Cb.
72
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
70
I
49
Cb.
smooth
73
cresc.
Vc.
smooth
cresc.
Vla.
smooth; div.
cresc.
Vln.
II
arco; smooth; div.
cresc.
I
C
norm.; smooth; div.
cresc.
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
57
C
71
Cb.
(cresc.)
74
Vc.
(cresc.)
Vla.
(cresc.)
unis.
Vln.
II
(cresc.)
I
(cresc.)
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
72
I
65
Cb.
75
Vc.
Vla.
Vln.
II
I
D
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
73
D
73
Cb.
76
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
74
I
81
Cb.
cresc.
77
smooth
Vc.
cresc.
div.; smooth
Vla.
cresc.
div.; smooth
Vln.
II
cresc.
smooth
I
cresc.
smooth
E
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
cresc.
I
cresc.
Ob.
II
cresc.
I
cresc.
Fl.
II
I
89
E
75
Cb.
decresc.
78
Vc.
decresc.
unis.
Vla.
decresc.
Vln.
II
decresc.
I
decresc.
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
decresc.
I
decresc.
Ob.
II
decresc.
I
decresc.
Fl.
II
decresc.
76
I
97
decresc.
Cb.
79
Vc.
Vla.
Vln.
II
I
F
Hp.
Vib.
(Ped.)
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
smooth
I
smooth
Ob.
II
I
Fl.
II
I
105
F
77
Cb.
80
(no more than 10 seconds between each movement)
Vc.
Vla.
Vln.
II
I
Hp.
sim.
to 2 ’s
Vib.
to Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
solo
Cl.
II
sim.
I
sim.
Ob.
II
I
Fl.
II
78
I
112
Bass
81
Cello
Viola
Violin
II
(non div.)
I
 = ca. 138; a little mean
(non div.)
Harp
Timpani
Timpani
B  Trumpet
II
I
Horn
II
I
Bassoon
II
I
B  Clarinet
II
I
Oboe
II
I
Flute
II
I
 = ca. 138; a little mean
V: Red Hammer 79
Cb.
82
Vc.
Vla.
Vln.
II
I
Hp.
(legato)
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
80
I
6
Cb.
83
Vc.
Vla.
Vln.
II
I
Hp.
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
10
81
Cb.
84
Vc.
Vla.
Vln.
II
I
Hp.
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
82
I
14
A
Cb.
85
Vc.
Vla.
Vln.
II
3 6
I
3
6
Hp.
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
19
83
Cb.
86
Vc.
Vla.
Vln.
II
3 3
6 6 6
I
3
3 6 6 6
Hp.
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
84
I
24
Cb.
87
Vc.
Vla.
Vln.
II
6
3 3
6
I
6
3 3 6
Hp.
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
29
85
Cb.
pizz.
88
Vc.
pizz.
Vla.
pizz.
Vln.
II
6 pizz.
I
6
B
pizz.
Hp.
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
86
I
33
B
Cb.
89
Vc.
arco
Vla.
arco
Vln.
II
I
C
arco
Hp. B
E
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
38
C
87
Cb.
90
Vc.
Vla.
Vln.
II
I
Hp.
Timp.
Tpt.
II
cup mute
I
cup mute
Hn.
II
sord.
I
sord.
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
88
I
43
Cb.
91
Vc.
Vla.
Vln.
II
I
Hp.
B
E
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
49
89
Cb.
arco
92
Vc.
Vla.
Vln.
II
arco
I
D
Hp. sim.
Mar.
to Mar.
Marimba
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Picc.
Piccolo
Fl.
90
I
54
D
Cb.
93
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
3 6 6 3
I
3 6 6 3
Ob.
II
3 6 6 3
I
3 6 6 3
Picc.
3 6 6 3
Fl. I
59
3 6 6 3
91
Cb.
94
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
6
6
6 6
6
I
6
6
6 6 6
Ob.
II
6 6
6 6 6
I
6 6 6 6 6
Fl. II
6
6
6 6 6
Picc.
92
63
6 6
6 6 6
Cb.
95
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
6 6
6
3
6
6
3
I
6 6
6 3
6
6
3
Ob.
II
6 6 6 3 6 6
3
I
6 6 6 3 6 6
3
Picc.
6 6
6 3
6
6
3
Fl. I
67
6 6
6 3
6
6
3
93
Cb.
96
Vc.
Vla.
Vln.
II
I
Hp.
Mar.
to Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
6
6
6 6 6
I
6
6 6
6 6
Ob.
II
6
6
6 6 6
I
6
6 6
6 6
Picc.
6
6
6 6 6
to Flute
Fl.
94
I
71
6
6 6 6 6
Cb.
97
Vc.
Vla.
Vln.
II
(non div.)
I
E
(non div.)
Hp.
(legato)
Timp.
Timpani
Tpt.
II
(cup mute)
I
(cup mute)
Hn.
II
(sord.)
I
(sord.)
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
Flute
I
74
E
95
Cb.
98
pizz.
Vc.
pizz.; div.
Vla.
pizz.; div.
Vln.
II
pizz.; div.
I
F
pizz.; div.
Hp.
B
E
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
96
I
78
F
Cb.
99
Vc.
Vla.
Vln.
II
I
Hp. B
E
B
E
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
82
97
Cb.
100
Vc.
Vla.
Vln.
II
I
Hp. B
E
B
E
B
E
Timp.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
98
I
87
Cb.
101
(no more than 10 seconds between each movement)
Vc.
Vla.
Vln.
II
I
Hp.
to 2#’s
B
E
B
E
Timp.
to Vib.
Tpt.
II
senza sord.
I
senza sord.
Hn.
II
senza sord.
I
senza sord.
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
92
99
Bass
102
Cello
2 players only (arco)
Viola
2 players only (arco)
Violin
II
solo (arco)
I
solo (arco)
Harp
Vibraphone
B  Trumpet
II
I
Horn
II
I
Bassoon
II
I
B  Clarinet
II
I
Oboe
II
I
Flute
II
100
I
 = ca. 172
VI: Cinderblock Pudding
Cb.
103
(arco)
Vc.
tutti (arco)
Vla.
tutti (arco)
Vln.
II
tutti (arco)
I
tutti (arco)
A
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
6
A
101
Cb.
104
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
102
I
11
Cb.
105
Vc.
Vla.
Vln.
II
I
B  = ca. 112
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
16
B  = ca. 112
103
Cb.
106
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
104
I
23
Cb.
pizz.
107
Vc.
pizz.
Vla.
pizz.
Vln.
II
pizz.
I
C
pizz.
 = ca. 172
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
31
C  = ca. 172
105
Cb.
108
arco
Vc.
arco
Vla.
arco
Vln.
II
arco
I
D
arco
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
106
I
37
D
Cb.
109
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
43
107
Cb.
110
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
108
I
48
Cb.
111
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
54
109
Cb.
112
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
110
I
60
Cb.
113
Vc.
Vla.
Vln.
II
I
E
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
65
E
111
Cb.
114
Vc.
Vla.
Vln.
II
I
(8)
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
112
I
71
(8)
Cb.
cresc.
115
(no more than 10 seconds between each movement)
Vc.
cresc.
Vla.
cresc.
Vln.
II
cresc.
I
cresc.
(16)
Hp.
to 4#’s
cresc.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
cresc.
I
cresc.
Ob.
II
cresc.
I
cresc.
Fl.
II
cresc.
I
78
cresc.
(16)113
Bass
116
Cello
Viola
Violin
II
I
 = ca. 108
Harp
(legato)
Vibraphone
(Ped.)
(motor on)
Vibraphone
B  Trumpet
II
I
Horn
II
I
Bassoon
II
I
B  Clarinet
II
I
Oboe
II
I
Flute
II
114
I
 = ca. 108
VII: Jacob’s Ladder
Cb.
pizz.
117
Vc.
pizz.
Vla.
pizz.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
5
115
Cb.
118
Vc.
Vla.
Vln.
II
I
Hp.
D
G
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
116
I
9
A
Cb.
119
Vc.
Vla.
Vln.
II
I
Hp.
D
G
sim.
D
G
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
13
117
Cb.
120
Vc.
Vla.
Vln.
II
I
Hp.
C
F C
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
118
I
17
Cb.
121
Vc.
Vla.
Vln.
II
I
Hp. F
C
F C
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
21
119
Cb.
122
Vc.
arco
Vla.
arco
Vln.
II
I
Hp. D
G
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
120
I
25
Cb.
123
Vc.
Vla.
Vln.
II
I
C
Hp.
(legato)
F
Vib.
(Ped.)
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
29
B
121
Cb.
arco
124
Vc.
Vla.
div.
Vln.
II
I
Hp. C
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
122
I
33
Cb.
125
Vc.
Vla.
Vln.
II
I
Hp. C C
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
37
123
Cb.
126
Vc.
Vla.
Vln.
II
I
Hp. C C
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
124
I
41
Cb.
127
Vc.
Vla.
Vln.
II
I
D
Hp.
C
F
sim.
D
G
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
45
C
125
Cb.
pizz.
128
Vc.
pizz.
Vla.
(unis.)
pizz.
Vln.
II
I
Hp.
C
F
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
126
I
49
Cb.
129
Vc.
Vla.
Vln.
II
pizz.
I
pizz.
Hp.
C
F
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
52
127
Cb.
130
Vc.
Vla.
Vln.
II
I
Hp. C
F
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
128
I
55
Cb.
131
Vc.
Vla.
Vln.
II
I
Hp.
B
E
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
58
129
Cb.
132
Vc.
Vla.
Vln.
II
I
Hp.
B
E
B
E
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
130
I
61
Cb.
133
Vc.
Vla.
Vln.
II
I
Hp.
B
E
D
G
C
F
Vib.
(Ped.)
Tpt.
II
st. mute
I
st. mute
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
64
D
131
Cb.
134
Vc.
Vla.
Vln.
II
arco
I
arco
Hp.
D
G
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
132
I
69
Cb.
135
Vc.
Vla.
Vln.
II
I
Hp.
sim.
F
C
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
72
133
Cb.
136
Vc.
Vla.
Vln.
II
I
Hp.
C
F
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
134
I
76
Cb.
137
Vc.
Vla.
Vln.
II
I
Hp.
C
F
D
G
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
I
79
135
Cb.
138
Bu
c
u
re
st
i, 
R
o
m
a
n
ia
—
M
a
n
liu
s,
 N
Y
, s
u
m
m
e
r–
fa
ll 
20
05
Vc.
Vla.
Vln.
II
I
Hp.
Vib.
Tpt.
II
I
Hn.
II
I
Bsn.
II
I
Cl.
II
I
Ob.
II
I
Fl.
II
136
I
82
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141









Violin
Viola
Cello



f
                                sim.
         

f

 
 
 
 
 
 
 
   
 
 
     
 

sim.
         

f

 
 
 
 
 
 
 
   
 
 
     
 

sim.
         
7 


Vln.
Vla.
Vc.




                   
p
     
f
         
p
       
                    
p
     
f
         
p
       
                    
p
     
f
         
p
       
13 


Vln.
Vla.
Vc.




f
                                             

f
                                             

f
                                             
19 


Vln.
Vla.
Vc.




                 
p
               
f
       
                  
p
               
f
       

* All tempi are approximate!
All bowings are ad lib.
Time between movements should be kept to an
absolute minimum (no more than 10 seconds).
                 
p
               
f
     
v091008
 



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26 





A
Vln.
Vla.
Vc.


                      
(heavy off)

                   
                      
(heavy off)




                 
                      
(heavy off)




                 
31 














Vln.
Vla.
Vc.




 
                                            
 


                                            
 



                                           



36 





Vln.
Vla.
Vc.




                
                 
                 



42 


B
Vln.
Vla.
Vc.




                         
ff
                 
                          
ff
                 
                          
ff
                 
48 





Vln.
Vla.
Vc.




   
dim.
           
(f)
                p
             
    
dim.
           
(f)
               
p
             
                    
2



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54 

















Vln.
Vla.
Vc.


                          
cresc.
               
                          
cresc.
               

p
                         
cresc.
               



60 

















Vln.
Vla.
Vc.




                                         
                                          
                                          



C66 














Vln.
Vla.
Vc.




f
                                   

f
                                   

f




      

                          



71 











Vln.
Vla.
Vc.




                                       
                                        
                                        



76
Vln.
Vla.
Vc.




                                       
                                        
                                        
3
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81
Vln.
Vla.
Vc.


                                      
ff
     
                                      
ff
     


                                     
ff
     




q = ca. 128 Two
Violin
Viola
Cello



p
       
sim.
               

p
      sim.              
 (short, but not staccato)
p
                             
4
Vln.
Vla.
Vc.




                 
               
                              
7
Vln.
Vla.
Vc.




    
cresc.
             
    
cresc.
          
        
cresc.
                     
10
Vln.
Vla.
Vc.




f
                 

f
              

f
                             
4
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13 





D
Vln.
Vla.
Vc.


      
mp
           
     
mp
                
         
mp
                 
17
Vln.
Vla.
Vc.




sim.
        
cresc.
  

sim.
                  
cresc.
       

sim.
                 
cresc.
       
21
Vln.
Vla.
Vc.




       
                        
                        
25
Vln.
Vla.
Vc.




                                         
                                          
                                          
28
Vln.
Vla.
Vc.




          
f
                              
          
f
                              
          
f
                             

5



q = ca. 150 Three
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Violin
Viola
Cello


 con sord.
mp
                   
con sord.
mp
     
    
    
        

mp
smooth                       
6
Vln.
Vla.
Vc.




                       

                        
    
                           
12
Vln.
Vla.
Vc.




                       

              
         
    
                    port.
18
Vln.
Vla.
Vc.




                       
          
                   
                  
24
Vln.
Vla.
Vc.




                   
                         
         
6
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29
Vln.
Vla.
Vc.


                     
          
               


               



q = ca. 120; with energy Four
Violin
Viola
Cello



senza sord.; bow ad lib.;
on the string
f
             

senza sord.; bow ad lib.;
on the string
f
        
 bow ad lib.; on the string
f
             
5 E
Vln.
Vla.
Vc.




              
off the string   
         
off the string  
                off the string   
9
Vln.
Vla.
Vc.




               
              
              
13 F
Vln.
Vla.
Vc.




grad. on the string
   
on the string
             
 grad. on the string    on the string           
 grad. on the string   on the string               
7
148
17
Vln.
Vla.
Vc.


                     
                
                     
21 





G
Vln.
Vla.
Vc.




          
sub. f
   
           
sub. f
  
         
sub. f
   
25
Vln.
Vla.
Vc.




     
dim.
         
    
dim.
       
     
dim.
       
29 





Vln.
Vla.
Vc.




          pp                        
           
pp
                       
          
pp
                        
32 





Vln.
Vla.
Vc.




      cresc.                  
    
cresc.
            
    
cresc.
               
8
149
36 H
Vln.
Vla.
Vc.


          
f
                               
           
f
                              
          
f
                               
39 


Vln.
Vla.
Vc.




                                      
                                       


                                       



q = ca. 120
Five
Violin
Viola
Cello


 legato & smooth (dashed slurs indicate phrasing only and NOT necessarily bowings)
p
         

p
      sim.                 
 pizz. (l.v.)
p
       
9 I
Vln.
Vla.
Vc.




        p legato sim.
                          sim. 
      
arco
     
sim.
  
18
Vln.
Vla.
Vc.




          
                             
                           
9
150
27 J
Vln.
Vla.
Vc.


       
cresc.
 
 legato                    
cresc.
     
                    
cresc.
   
36
Vln.
Vla.
Vc.




    
f
   
   
bring out           
f
           
          
f
       
45 K
Vln.
Vla.
Vc.




 
p
(dashed slurs indicate phrasing only and NOT necessarily bowings)
    legato sim.  
       bring out
(dashed slurs indicate phrasing only and NOT necessarily bowings)
p
            legato sim.        

   

p
legato
             
54
Vln.
Vla.
Vc.




               
                              
                       
64 L
Vln.
Vla.
Vc.




                         
mp

                           
 
(dashed slurs indicate phrasing only and NOT necessarily bowings)
       
10
151
73
M
Vln.
Vla.
Vc.


     
mf
                  
smooth       

mp
     
mf
                  
 legato sim.
mp
 
mf
      
82
Vln.
Vla.
Vc.




                                               
      
      
88
Vln.
Vla.
Vc.




                                               
      
      
94
N
Vln.
Vla.
Vc.




                   
mp
               
   
mp
pizz.     
   
mp
  
100 O
Vln.
Vla.
Vc.




                     
           arco, legato, bring out     
      legato sim.   
11
152
107
Vln.
Vla.
Vc.


      
legato sim.

                     
               
114
Vln.
Vla.
Vc.




 
dim.
   
pp
 

      
dim.
           
pp
   


  
sim.
  
dim.
           
pp
   



q = ca. 150
Six
Violin
Viola
Cello


   pizz.
mf, l.v. sim.
         
               
  pizz.
mf, l.v. sim.
               
             
 pizz.
mf, l.v. sim.
                
       
  
6
Vln.
Vla.
Vc.




                                          
                      
   
             
        
  
12 


P
Vln.
Vla.
Vc.




 
sp
                    
    
cresc.
      
 
sp
 
                           
cresc.
      

sp
                     cresc.
      
12
153
17
Vln.
Vla.
Vc.


               
f
 
       
            
                
f
                    
              
f
     
                
22 


Q
Vln.
Vla.
Vc.




          
        
             
           
                         
            
                  
27 


Vln.
Vla.
Vc.




                            
   
       
                      
     
        
                
   



R33 

















Vln.
Vla.
Vc.





f
      
      
    
 
f
                           

f
                          



39 





Vln.
Vla.
Vc.





mf
                       
         
 
mf
                        
         

mf
                        
    
13
154
45 


Vln.
Vla.
Vc.


                          
                                  
         

                
51 


Vln.
Vla.
Vc.




                     
l.v. 
                               
l.v.




                              
l.v.





q = ca. 168; attack, smooth, & with great energy
Seven






Violin
Viola
Cello


 (arco)
f
                      
smooth    
     
 (arco)
f
                     
smooth
            
 (arco)
f
                      
smooth
           



8 





S
Vln.
Vla.
Vc.




        
mp
                      f 
           
         
mp
                     
f
             
         
mp
                     
f
             
14
Vln.
Vla.
Vc.




                                               
             
                                  
                                               
14
155
18
Vln.
Vla.
Vc.


                                     
          
                                                
                                                
22
T
Vln.
Vla.
Vc.




        
ff
                       
f
  
           
         
ff
                       
f
              
         
ff
                             f
       
26 


Vln.
Vla.
Vc.




                                 sp              
                                 
sp
              
  
                              
sp
              
31 








Vln.
Vla.
Vc.




          f 
      
           
             
          
f
  
     
           
             

         
f
                                  
38 





U
Vln.
Vla.
Vc.




                     
p
                           
                      
p
                           
                  
pizz. (l.v.)
mf
                    
15
156
46
Vln.
Vla.
Vc.


                                                
                                           
     
                                                
54
Vln.
Vla.
Vc.




                                   
       
       
      
      
      
    
                                    
60 


V 





Vln.
Vla.
Vc.




          f 
      
           
       
        
  
f
                            
           
arco
f
                           



66 


Vln.
Vla.
Vc.




                      f 
           
                      
f
             
 
                     
f
 
           
71 W
Vln.
Vla.
Vc.




                                               
             
                                  
                                                
16
157
75
Vln.
Vla.
Vc.


                                     
          
                                                
                                                
79
Vln.
Vla.
Vc.




        
ff
                       
f
  
           
         
ff
                       
f
              
         
ff
                             f
       
83
Vln.
Vla.
Vc.




                                       
 
                                          


                                         



q = ca. 68; calm
Eight
X Y
Violin
Viola
Cello



p
   
f
 
    
 p 

p
   
f
      p 

p
   
f
  
    
solo, cantabile
mf
      
13
Vln.
Vla.
Vc.




         p    
       
p
    
                        
    
p
  
M
an
liu
s,
 N
ew
 Y
or
k 
- s
um
m
er
 2
00
7
17
158
D a c i a  M u s i c
Tight Sweater
for Cello, Marimba, & Piano
Marc Mellits
2005
D a c i a  M u s i c
www.marcmellits.com
159
Commissioned with generous support from the Muzik3 Foundation
Special thanks to Felix Fan
VI: Mechanically Separated Chicken Parts
Tight Sweater
for Cello, Marimba, & Piano
II: Trans Fatty Acid’s Rein
V: Evil Yellow Penguin
Marc Mellits
IV: Pickle Trousers
III: Mara’s Lullaby
I: Exposed Zipper
2005
160
**
*
all tempi are APPROXIMATIONS only!
all slurs indicate PHRASING only and DO NOT indicate specific bowings in any way.
Photocopying prohobited • All rights reserved
© 2005 Marc Mellits/Dacia Music
161
v031709
Pno.
Mba.
Vc.
9
pizz.
Pno.
Mba.
Vc.
5 (5) (6) (7) (8)
Piano sim.
Marimba
* Cello
(1)
**  = ca. 150
(2) (3) (4)
for Felix Fan, Andy Russo, & David Cossin
Tight Sweater
I: Exposed Zipper
Marc Mellits
2005
Pno.
162
Mba.
Vc.
21
Pno.
Mba.
Vc.
17
Pno.
Mba.
Vc.
2
13
Pno.
163
Mba.
Vc.
34
Pno.
Mba.
Vc.
30
Pno.
Mba.
Vc.
25 A
arco
3
Pno.
164
Mba.
Vc.
47
Pno.
Mba.
Vc.
42
Pno.
Mba.
Vc.
4
38 B
Pno.
165
Mba.
Vc.
59
Pno.
Mba.
Vc.
55 C
Pno.
Mba.
Vc.
51
5
Pno.
166
smooth
Mba.
smooth
Vc.
71 D
Pno.
Mba.
Vc.
67
Pno.
Mba.
Vc.
6
63
Pno.
167
Mba.
Vc.
85
Pno.
Mba.
Vc.
81
Pno.
Mba.
Vc.
76
7
Pno.
168
Mba.
Vc.
97
Pno.
Mba.
Vc.
93
Pno.
Mba.
Vc.
8
89 E
Pno.
169
Mba.
Vc.
109
pizz.
Pno.
Mba.
Vc.
105 F
Pno.
Mba.
Vc.
101
9
Piano
8ba
170
Marimba
Cello
(arco)
 = ca. 200
II: Trans Fatty Acid’s Rein
Pno.
Mba.
Vc.
117 (5) (6) (7) (8)
Pno.
Mba.
Vc.
10
113 (1) (2) (3) (4)
Pno.
8ba
171
Mba.
Vc.
16
Pno.
8ba
Mba.
Vc.
11
ten. sim.
Pno.
8ba
Mba.
Vc.
6 A
11
Pno.
8ba
172
sub.
smooth
Mba.
sub.
Vc.
31
sub.
Pno.
8ba sim.
Mba.
Vc.
26
Pno.
Mba.
Vc.
12
21 B
Pno.
173
Mba.
Vc.
46
Pno.
8ba
Mba.
Vc.
41 C
Pno.
8ba
Mba.
Vc.
36
13
Pno.
174
Mba.
Vc.
61
Pno.
Mba.
Vc.
56
Pno.
Mba.
Vc.
14
51
ten. sim.
Pno.
175
Mba.
Vc.
76 E
Pno.
Mba.
Vc.
71
Pno.
Mba.
Vc.
66 D
15
Pno.
176
8ba
sim.
Mba.
Vc.
91
Pno.
Mba.
Vc.
86 F
Pno.
Mba.
Vc.
16
81
Pno.
8ba
177
Mba.
Vc.
106 G
Pno.
8ba
Mba.
Vc.
101
Pno.
8ba
Mba.
Vc.
96
17
Pno.
178
Mba.
Vc.
121
Pno.
8ba
Mba.
Vc.
116
pizz. – always l.v.
Pno.
8ba
smooth
Mba.
Vc.
18
111
Pno.
179
Mba.
Vc.
11 A
pizz. – always l.v.
Pno.
Mba.
Vc.
6
Piano
con pedale
smooth
Marimba tremelo all chords
Cello
 = ca. 142
III: Mara’s Lullaby 19
Pno.
180
Mba.
Vc.
26
cresc.
Pno.
Mba.
Vc.
21
B arco; espr.;
always bring out
Pno.
Mba.
Vc.
20
16
Pno.
181
Mba.
Vc.
41
bring out; espr.
Pno. (L.H)
(R.H)
Mba.
Vc.
36 C
Pno. (R.H)
(L.H)
cresc.
Mba. cresc.
Vc.
31
(cresc.)
21
Pno.
182
Mba.
Vc.
56
Pno.
Mba.
Vc.
51
Pno.
pedale sim.
Mba.
Vc.
22
46
Pno.
183
pedale sim.
Mba.
Vc.
71
Pno.
Mba.
Vc.
66 D
Pno.
Mba.
Vc.
61
23
Pno.
184
Mba.
Vc.
86 E
Pno. dim.
Mba. dim.
Vc.
81
dim.
Pno.
Mba.
Vc.
24
76
185
Pno.
Mba.
Vc.
101 F bring out; espr.
Pno. (R.H.)
(L.H.)
cresc.
Mba. cresc.
Vc.
96
Pno.
Mba.
Vc.
91
25
Pno.
186
Mba.
Vc.
116 G Rit.
Pno. dim.
Mba. dim.
Vc.
111
dim.
Pno.
Mba.
Vc.
26
106
Pno.
187
8va
Mba.
Vc.
131 Meno mosso
Pno.
delicate & child-like
8va
Mba.
Vc.
127 H “whispy”
delicate & child-like;
Rit.
Pno.
Mba.
Vc.
121 (Rit.) Meno mosso
27
Pno.
8ba
188
Mba.
Vc.
9 A
Pno.
8ba
Mba.
Vc.
5
Piano
8ba
Marimba
28
Cello
 = ca. 128
IV: Pickle Trousers
Pno.
8ba
189
Mba.
Vc.
18
Pno.
8ba
Mba.
Vc.
15 B
Pno.
8ba
Mba.
Vc.
12
29
Pno.
8ba
190
Mba.
Vc.
30
Pno.
8ba
Mba.
Vc.
26
Pno.
8ba
Mba.
Vc.
30
22 C
Pno.
191
Mba.
Vc.
42
Pno. brilliant
Mba.
Vc.
39
Pno.
8va
Mba.
Vc.
34
D
31
Pno.
192
Mba.
Vc.
51
Pno.
Mba.
Vc.
48
Pno.
Mba.
Vc.
32
45 E
Pno.
193
Mba.
Vc.
60
Pno.
Mba.
Vc.
57
Pno.
Mba.
Vc.
54 F
33
Pno.
194
Mba.
Vc.
70
Pno.
Mba.
Vc.
66 pizz.
Pno.
Mba.
Vc.
34
63
Pno.
195
Mba.
Vc.
75
pizz.
Piano
Marimba
Cello
 = ca. 220
V: Evil Yellow Penguin
Pno.
Mba.
Vc.
75
35
* small notes in parenthesis are optional; these notes may be replaced with rests.
Pno.
196
Mba.
Vc.
17
Pno.
Mba.
*
Vc.
13
Pno.
Mba.
Vc.
36
9
Pno.
197
Mba.
Vc.
31
A
arco
Pno.
Mba.
Vc.
26
Pno.
Mba.
Vc.
22
37
Pno.
198
Mba.
Vc.
44
Pno.
Mba.
Vc.
39
Pno.
Mba.
Vc.
38
35
Pno.
199
Mba.
Vc.
56
Pno.
Mba.
Vc.
52 B
Pno.
Mba.
Vc.
48
39
Pno.
200
Mba.
Vc.
68
Pno.
Mba.
Vc.
64 C
Pno.
Mba.
Vc.
40
60
Pno.
201
Mba.
Vc.
80
Pno.
Mba.
Vc.
76 D
Pno.
Mba.
Vc.
72
41
Pno.
202
come prima
Mba.
Vc.
92
Pno.
legato
Mba.
Vc.
88 E
Pno.
Mba.
Vc.
42
84
Pno.
203
Mba.
Vc.
104
Pno.
Mba.
Vc.
100
Pno.
Mba.
Vc.
96
43
Pno.
204
Mba.
Vc.
116
Pno.
Mba.
Vc.
112
F
pizz.
Pno.
Mba.
Vc.
44
108
Pno.
205
Mba.
Vc.
130
Pno.
Mba.
Vc.
125
Pno.
Mba.
Vc.
120
45
Pno.
8ba
206
Mba.
Vc.
9 4X 4X
Pno.
8ba
Mba.
Vc.
5 4X 4X 4X
Piano
8ba
neither separate nor legato
Marimba
Cello
8X
 = ca. 214; bold & aggresive
bow as needed
(arco)8X 4X
46
VI: Mechanically Separated Chicken Parts
Pno.
8ba
207
Mba.
Vc.
20 4X 4X
Pno.
8ba
Mba.
Vc.
16 4X 4X 4X
Pno.
8ba
Mba.
Vc.
12
A 4X 4X
47
Pno.
* always cresc./decresc. though all repeats unless otherwise indicated.
8ba
cresc. last repeat only
208
Mba.
cresc. last repeat only
Vc.
30 3X
cresc. last repeat only
4X 4X
Pno.
8ba
*
Mba.
*
Vc.
26 B 3X
*
Pno.
8ba
Mba.
Vc.
48
23 4X 4X
Pno.
8ba
209
Mba.
Vc.
43 4X D 4X
Pno.
8ba
Mba.
Vc.
39 4X 4X
Pno.
8ba
Mba.
Vc.
35 4X
C
4X
49
210
Pno.
8ba
Mba.
Vc.
50
E 4X 4X
Pno.
8ba
Mba.
Vc.
47 4X 4X
50
211
Pno.
8ba
(cresc. through repeats)
M
a
n
liu
s,
 N
Y
—
M
a
rc
h
, 2
00
5
Mba.
(cresc. through repeats)
Vc.
57 4X 4X 8X
(cresc. through repeats)
8X
Pno.
8ba
Mba.
Vc.
54 4X 4X 4X
51
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Music for 18 Musicians was composed by Steve Reich between the years of 
1974-1976.  The work has become a hallmark of the genre of minimalism and has 
enjoyed performances throughout the world.  It is quite possibly Steve Reich’s best 
known work though very little compositional analysis has been published on this 
music.  This is largely due to the fact that no full score has previously been published 
or even available.  The piece was written with specific performers in mind, and 
performed by these same players until about 1986.  These musicians worked closely 
with Reich as he composed the work, with the composer teaching the musicians much 
of the music by example.  No full score or full set of parts was ever notated or written 
down.  Instead, Reich kept a musical notebook where he would write down the 
musical processes for each player in musical shorthand.  The music was eventually 
almost memorized, and could then be performed by these same players using only 
these shorthand parts.  Once the original performing group, “Steve Reich and 
Musicians,” ended their initial performance run, the work was not performed again for 
more than 20 years.  Without a score and parts, no other musical ensembles could 
perform it; there were no performance materials in any traditional sense.  My first task 
in analyzing this work was to create such a score.  Using the original 1976 ECM 
recording of the work (ECM New Series 1129) as my primary source, together with 
Steve Reich’s own excellent sketch of sections I-VI of the piece and the original 
 
 
  
 
performer’s shorthand parts, I was able to fully notate the entire work as it existed on 
recording.  Once I had notated the entire CD, I then engraved a more advanced score 
that fully represented the piece, along with a set of parts for performance.  This entire 
process took me approximately two years.  Once the final score and set of 
performance parts were complete, the work was published by Boosey & Hawkes, and 
performances could then occur worldwide.  This music enjoys performances around 
the globe thanks to the creation of the score and parts. 
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INTRODUCTION 
The monumental work by Steve Reich, Music for 18 Musicians, was written 
between the years of 1974-6.  The composer worked in what can be considered an 
unconventional manner, at least by modern standards.  The traditional method of 
composing the music alone and then involving the musicians once the work was 
complete was abandoned.  Rather, Reich chose to work closely with his own ensemble 
throughout the creation of the work.  The music itself was never written down or 
notated in a traditional method; a full score and set of engraved parts were never 
created, thus no set of performance materials were made available.  Instead, a 
collaboration ensued.  As Reich composed and worked out parts and sections of the 
piece, he would hold rehearsals with his musicians in a rented loft space and prepare 
what he had written, often changing the music on the spot.  Much of this was done 
verbally and never documented in a final score of the work.  In lieu of a traditional 
score and parts, Reich would keep ideas written down in a musical notebook, then 
“teach” the music to the players verbally.  Each performer had his or her own set of a 
type of musical part, that only s/he could decipher and understand.1  These “parts” 
kept getting reduced, as much of the music was kept to memory; the musician only 
needed to see what was needed for performance.  Most of the music and process of 
‘what to do when’ was not notated, or at least not in any way that could be utilized by 
anyone other than the original performer.  Boxed roman numerals marked off the 
sections of the work, but there were no measure numbers that were common to all the 
players.2   
                                                 
1 Mellits, Marc, interview with the composer, July, 1997. 
2 Reich, Steve, Writings on Music 1965-2000.  New York: Oxford University Press, 2002, p. 90. 
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After two years of working this way, the musicians had the hour-long piece 
memorized and were able to perform it on tour throughout the world.  At the same 
time, it was virtually impossible for anyone else to perform, being that the music was 
never completely written down and no set of decipherable performance materials 
existed.  The music itself existed mostly in the minds of the musicians that were in the 
group “Steve Reich and Musicians,” the original performing ensemble of this work.  
In order for any serious study of this work to ensue, and also to allow for the 
possibility of performance by groups other than “Steve Reich and Musicians,” a score 
of the entire work had to be notated using as a primary source the only recording 
available (ECM New Series 1129), painstakingly written down in musical dictation.  
Once that had been done, then from this document a score of the work could be 
created that represented the work and its unique performance techniques.  The first 
score I created of Music for 18 Musicians was a literal transcription of every note of 
the work from beginning to the end as it exists on the ECM recording.  In addition to 
the recording, I also had at my disposal an excellent sketch of the first half of the work 
(from the composer) as well as the original shorthand “parts.”  A certain amount of 
consultation with the original performers, as well as with Reich himself, was 
necessary to create this document.  This first score, 436 pages long, is available from 
Boosey & Hawkes, Reich’s publisher.  The problem (for me) was that this particular 
score was not a good representation of the work itself; it was a representation of one 
performance of the work that existed on recording and was more of a “realization” of 
the work than a performance score.  I had fulfilled what I originally set out to do, but I 
was concerned that the music itself was not notated in a fulfilling manner.  For the part 
of the composer, the score was done.  Reich had the document he wanted, a 436-page 
representation of the recording.  But I had a different idea: a “modular” score that 
would allow for flexibility yet truly and accurately represent the work.  This idea was 
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mine alone, and I had yet to convince the composer of this new approach to his own 
music.  In the end, it took my driving to visit Reich, armed with ten pages of my 
“modular” version, to convince him of my new idea.  Once he agreed, I set out to 
create a notation that would more accurately represent the work, allow for flexibility, 
and be much more than just a realization of a particular recording, as magnificent as 
that recording remains today.  The added advantage is that the new, “modular” score 
could incorporate ideas that were added during the recording session as well as ideas 
that happened after the sessions were over.  The “modular” score has many unique 
differences from the “realized” score.  The realized score has the entire work written 
out, measure for measure.  The number of repeats for certain bars are up to the players, 
but the concept of using the human breath as a length of measure is not incorporated.  
Instead, the pulsing instruments have their repeated eighth-notes written out as they 
appear on the ECM recording.  These lines are still asked to be played in one breath, 
but that length was defined in a recording session in 1976 and may not necessarily 
hold true for the current players executing the work.  The “modular” score, however, 
allows the players to place their repeated eighth-notes themselves, and the length is 
determined by the human breath, rather than what is written exactly on the page.  In 
order to properly notate these “floating bars,” I had to invent a new repeat sign.  
Examples A and B compare the same passage in section II; the new floating repeat 
sign can be seen in the Bass Clarinets and Strings in example B. 
 
 
3 
 
Example A: Realized Score, Section II: 
Vc.
Vln.
Voices 4
3
Voices 12
Pno. 4
Player 2
15ma
Pno. 4
Player 1
Pno. 3
15ma
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
234 235 236
47
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Example A (Continued): 
Vc.
Vln.
Voices 4
3
Voices 12
Pno. 4
Player 2
15ma
Pno. 4
Player 1
Pno. 3
15ma
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl.
48
2
1
237 238 239
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Example B: Modular Score, Section II: 
Vc.
* entrance follows clarinet cue; xylophone 2 and piano 4/player 2 enter together
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(6-14x)
Voices 12
Pno. 4
Player 2
*
(3-5x)
15ma
l.h.
r.h.
(3-5x)
Pno. 4
Player 1
Pno. 3
15ma (3-5x) (3-5x) (3-5x)
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
*
(3-5x) (3-5x)
Xylo. 1
(3-5x) (3-5x) (3-5x)
Cl.
34
2
1
180
(5-10x) (5-10x) (5-10x)
181
cue
(5-10x) (5-10x) (5-10x)
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The “modular” score (and parts) have become the primary document of the work and 
are used more frequently by professional performing organizations and high-level 
universities.  The “realized” version is used with younger players who are 
inexperienced with this type of freedom in music. 
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CORE TECHNIQUES 
Music for 18 Musicians uses very clear compositional techniques placed within 
a clear form.  Most of these techniques are borrowed from previous works, while a 
few are entirely new.  The first and foremost technique is that of harmonic sketch and 
fulfillment.  The work opens with a series of eleven pulsing chords, each repeated 
twice before moving to the next chord.  This entire series of chords, or the opening 
“pulse” section, serves as the introduction to the work.  Following the opening pulse, 
each chord then serves as the basis of an entire mini-piece, called “sections.”  Each 
section explores the base chord through a series of processing techniques, creating its 
own world within the structure of the universe of the entire work.  Each chord that 
might have taken 15 or 20 seconds to play in the opening pulse section is then 
stretched out as the basic harmony for a five-minute mini-piece, very much as a single 
note in a cantus firmus or chant melody of a twelfth-century organum by Perotin 
might be stretched out for several minutes as the harmonic center for a section of the 
organum.  The opening eleven-chord cycle is a kind of pulsing cantus for the entire 
piece.3  This idea of presenting chords and then fulfilling them in the work can be 
called harmonic sketch and fulfillment.  There are eleven chords in the opening pulse, 
followed by eleven sections, then a closing pulse.  Each section is based on one chord, 
with two sections for chord III, and one section for chords IX and X combined. 
The technique of rhythmic construction remains one of the most important and 
fascinating techniques that Reich uses in this work.  Also known as a “build up” 
amongst Reich’s own ensemble, a rhythmic construction is a method of systematically 
replacing rests for beats in a given melody.  The first entrance of a melody will only 
have one note.  This cell is repeated many times.  Then, gradually, more notes of the 
                                                 
3 Reich, Steve, Writings on Music 1965-2000.  New York: Oxford University Press, 2002, p. 89. 
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melody are added one by one, slowly replacing rests for beats, until the entire melody 
is realized.  This involves a relatively slow transformation, with each cell of the 
rhythmic construction repeated many times.  The multiple repeats gives the listener a 
chance to hear the gradual transformation, and experience each additive segment.  
This aspect of hearing the process is central to the music of Steve Reich and 
something built in to the system.  In fact, Reich states himself, “I am interested in 
perceptible processes.  I want to be able to hear the process happening throughout the 
sounding music.  To facilitate closely detailed listening, a musical process should 
happen extremely gradually.”4  It is important to note that the first note of the entire 
melody is never the first note presented in the rhythmic construction.  Rather, each 
note is presented out of order, creating shifting rhythmical nuances, that pull and sway 
the listener from one cell to the next.  Steve Reich plays with the listener’s sense of 
what might be expected next, and shifting that idea.  Section II presents our first 
rhythmic construction in Music for 18: 
 
 
 
 
 
 
 
 
 
                                                 
4 Reich, Steve, Music as a Gradual Process.  New York: “Anti-Illusion: Procedures/Materials, Whitney 
Museum of American Art, 1969. 
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Example C: 
Cl.
Cl.
Cl.
Cl.
Cl.
Cl.
Cl.
Cl.
2
1
2
1
2
1
2
1
2
1
2
1
2
1
2
1
175
174
173
172
171
170
169
168
 
As in all rhythmic constructions, each measure above is repeated, allowing the listener 
to fully appreciate the musical process.  
Alongside rhythmic construction remains augmentation as another technique 
important to the core of the work.  It is an additive process, like rhythmic construction, 
getting longer with each added segment.  Often, augmentation in the beginning of a 
section is complimented by diminution near the close of a section.  For example, 
section I begins with a clear augmentation.  A fragment of melody is presented at 
measure 98, accompanied by an oscillating I-V harmony in the Strings and Voice 3.  
Following a few repeats, this one-measure melodic fragment expands both 
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horizontally and vertically.  The length doubles from one measure to two and the 
pitches themselves both rise in the Clarinets and fall lower in the Strings.  The opening 
melodic fragment is labeled A1 in example D.  Its expansion will follow logically into 
A2, A3, and A4, expanding both in length and/or pitch area covered.   
Example D: 
A4
mm. 120+
A3
mm. 108+
A2
mm. 102+
A1
Section I augmentation, Clarinets only:
mm. 98+
 
The canon, or two or more instances of musical material played 
simultaneously but starting on different beats, finds itself used throughout Music for 
18 and is also an important core technique.  Often, a canon is formed after a rhythmic 
construction.  As the construction builds, the listener starts to focus on certain areas of 
the canon, and rhythmic nuances are brought to the surface.  Only after the rhythmic 
construction is fully completed do we hear the entire canon: 
Example E: 
Xylo. 2
Xylo. 1
after 184
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Often during the presentation of a canon, Reich will pick out melodic notes 
from the various instruments involved and place that melody in a different instrument 
or voice, in order to bring to the surface a melody that only exists between the canonic 
relationship.  This technique is called resultant patterns (or resultant melody); the 
patterns or melodies played, brought to the surface, are merely a result of the canonic 
correlation: 
Example F: 
c
a
n
o
n
Pno. 4
boxed notes
Pno. 3indicate canonicnotes used in
resultant pattern
Pno. 2
resultant pattern Pno. 1
373
 
The concept of the pulse is without doubt a significant aspect and core 
technique in Music for 18.  A pulse is simply repeated eighth-notes on the same pitch 
or pitches.  There are two types of pulse used in this work: background pulse and 
foreground pulse.  The background pulse is the type we find repeated throughout an 
entire section.  It is realized by two or more instruments hocketing the same chord 
back and forth, at the distance of an eighth-note, and usually repeats for the entire 
length of a given section.  This creates the musical sound canvas backdrop upon which 
Reich paints his material.   
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Example G: 
Pno. 2
Pno. 1
Mar. 2
Mar. 1
312
 
A foreground pulse is one where only one instrument is used to create the 
pulsing eighth-notes, though it often appears in many instruments at the same time 
(see the opening and closing Pulse sections, mm. 1-97 and mm. 664-748 respectively).  
A single pitch or chord is repeated, or pulsed, rising and then falling in dynamics.  The 
length is generally determined by the human breath.  The performers take a deep 
breath, then play the pulsing chords until that breath has expired, ending 
approximately together.  This is what determines the actual length of the pulse.  As the 
musicians rise and fall from p to f then back to p, they create a small miniature arch, 
indicative of the overall structure of the music.  At many times during the course of 
this work, the musicians themselves must decide exactly when to start and end each 
foreground pulse.  The general measure or time frame is indicated accurately in the 
score, but it is not precise or exact.  Rather, Reich wants the performers themselves to 
place the pulses where they feel is right.  The pulses should float above the music, 
creating flowing waves of sound.  For the non-wind instruments, this ebb and flow is 
still maintained, however no stop of the sound is necessary, and the duration will 
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basically follow the guide of the Clarinets.  The Clarinets often act as the “leaders” of 
the pulses as well as often pulsing alone.  
Example H: 
Vc.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 34
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Voice 2
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Voice 1
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Bs. Cl. 2
1
346A
(5-10x) (5-10x) (5-10x)
346B
(5-10x) (5-10x) (5-10x)
 
Often combined with the background pulse will be a repeated pattern, or 
ostinato, also repeated throughout a given section. Usually played by Marimba, Piano, 
or both, the ostinato will gather most of its pitch material, but not necessarily all, from 
the section chord.  Not only will other pitches be added, but the pitches it does use 
from the section chord do not necessarily have to be in the same octave as the section 
chord.  The ostinato will provide the background pulse with more rhythmic interest, as 
it always has more rhythmic activity than the pulse itself. 
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Example I: 
Pno. 3
Mar. 3
 
The concept and practice of inversion is a main building block of Music for 18.  
From the opening pulse section, through each augmentation, rhythmic construction, 
and other techniques in each section, we find inversion used generously.  By simply 
taking the bottom or top note of a two-note chord and placing it an octave higher or 
lower in the following chord plus maintaining the other note, Reich creates inversion.  
For example, in the opening pulse, the Bass Clarinets movement from chord I to II is 
simply an inversion: 
Example J: 
Bs. Cl. 2
1
Chord I Chord II
 
Throughout the work, the combination of the above techniques also comes into 
play.  For example, a rhythmic construction might occur at the same time as a 
foreground pulse; or we might have an augmentation rhythmic construction (a 
rhythmic construction that also augments upon completion); or an augmentation 
versus rhythmic construction.  It is the combination and interplay of these techniques 
that creates the massive sound architecture that is Music for 18 Musicians.   
It is interesting to note that, whereas the title reflects a group of musicians 
numbering eighteen, in fact, it is often performed with more.  To perform the music 
with only eighteen musicians would involve certain musicians doubling instruments 
that they may not be comfortable with.  In the original ensemble that premiered the 
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work (Steve Reich and Musicians, 1976), Reich was able to keep the performers at the 
minimum eighteen by relying on singers to double piano, the Vibraphonist playing 
piano, Piano 2 playing maracas, and so on.  Today, the music is generally performed 
by anywhere from 18 to 22 musicians. 
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PULSE, SECTIONS, PULSE, AND FURTHER TECHIQUE EXPLORATION 
Pulse 
The entire work opens with the first pulse section, which can be thought of as a 
giant enter section.  Though the piece is squarely in B-Dorian, the first notes we hear 
produce an ambiguous tonality, possible D-Major or D-Minor.  Only when the Bass 
Clarinets enter in measure five is B-Dorian more established, and even then the tonic 
chord is in second inversion, further blurring the harmony.  This idea of an unexpected 
turn, in this case harmonically, is common in Music for 18 Musicians.  These types of 
unexpected turns are prevalent both harmonically and rhythmically throughout the 
work.   
Example P.1: 
Bs. Cl.
Mba.
Pno.
Voices
Vln.
mm. 1-4 m. 5
 
A traditional harmonic analysis of the opening pulse section will ultimately 
fail.  Instead, each ambiguous chord has a vague pitch center, which could be 
considered its own tonic region.  The chords relate to each other much more on a 
linear level than a vertical one.  Each chord in succession contains common tones from 
the previous chord.  New pitches are sometimes added and sometimes taken away, 
with each chord progression always keeping a part of itself with each succession.  The 
Bass Clarinets define the harmonic center of each chord.  In the opening pulse section, 
they play only fourths or fifths exclusively; when a fifth, the harmonic center of the 
harmony is the lower note, and when they play a fourth, the harmonic center is the 
upper note.  When each chord is later used as the basis of an entire section, these 
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harmonic centers are often cast aside, and new harmonic centers around a mode are 
formed. 
Example P.2: 
(center different in section)
section realized in: B Minor B Dorian F# Minor C# Phrygian C# Minor F# Minor F# Minor F# Minor C# Minor F# Minor F# Minor
is pitch center:
reduced chord
bottom note
inversion oblique inversion direct
D
modified
inversion
A
modified
oblique
F#
inversion modified
oblique
oblique inversionbass motion:
pulse chords:
I II III IV V VI VII VIII IX X XI
 
As example P.2 indicates, each successive chord is built from its predecessor, keeping 
some pitches, dropping others, and adding new.  The lowest notes (played by the Bass 
Clarinets, Cello, and Piano 4) define the individual harmonic centers.  In most cases, 
each chord has a shared note from the previous chord.  The motion of each of these 
successive low note chords is generally by inversion, oblique, modified inversion (one 
common tone, the other note moving by an octave plus a second) or modified oblique 
(one voice moves by step and the other voice move by leap in the same direction).  In 
only one case is there a full direct motion of both voices leaping in the same direction 
(from chord IV to chord V, the central section of the work).  If each chord is reduced, 
but with preserving the lowest note functioning as the harmonic center, relationships 
between the chords can be seen (example P.2).  The first two chords (I and II) reduce 
to the same core: a symmetrical chord comprised of two minor thirds connected by a 
second.  Chord III transposes this harmony up a perfect fifth but drops the middle 
note, then IV repeats the same chord with the middle note added.  Chords V-XI all 
relate to each other in that their core are all four, five, or six-note cluster chords, each 
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built the same way.  The four-note chord is a minor triad with a second added; the 
five-note chord is the first five notes of a scale (major or minor); the six-note chord is 
the first six notes of a scale (again, major or minor).  The harmonic placement of these 
chords forms a symmetrical arch (example P.2).  Chord V begins on D with the six-
note Major scale variant, while X and XI end on D (with the five-note major scale 
variant and the four-note chord, respectively).  Chords VI and IX each build the same 
six-note minor scale variant based in A.  The middle two chords, VII and VIII, build 
their chords on F# (four-note and five-note minor scale, respectively). 
The individual sections themselves, or mini-pieces, all use variants of only two 
types of form: arch form and linear form.  However, each section, regardless of its 
form, begins and closes much the same way, with an enter and exit.  The enter is the 
opening material that sets up the entire section.  It is generally static, introducing 
pulsing instruments and setting up the new harmony.  The exit exposes much the same 
material once again.  The instruments playing the enter music generally repeat the 
same music throughout the section (see measure 97).  Strategically, the role of the 
Vibraphone is to create audible cues, telling the musicians when to move to the next 
large section (section cue), or when to move to the next change within a section 
(change cue).  The Vibraphone acts as a trigger, cueing the next change to happen.  
This presents the Vibraphonist as a sort of conductor, in a limited sense.  The 
Vibraphone only plays these two types of music: section cues and change cues.  This 
use of the Vibraphone, in some ways, connects Reich to his study of Balinese 
gamelan, which assigns the exact same role to a performer, or even to his study of 
African drumming, with the drummer audibly calling out changes of pattern.  Each 
exit section, thus, contains a section cue telling the musicians to move on to the next 
large section.  The small changes within a section have a change cue, indicating that 
the musicians are to move on to the next musical change.  Harmonically, the 
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Vibraphone material is similar regardless of whether it is indicating a small change 
within a section, or a large change to a new section.  Rhythmically, however, it is quite 
different.  Change cues tend to have the Vibraphone lines starting on and stressing 
beats other than one. These tend to start on beat six, for example, and tend to be more 
rhythmically moving.  Section cues, the cues that happen in an exit, invariably tend to 
be simply dotted whole notes starting on beat one, and are much shorter.  In this 
fashion, with such clear and distinctly audibly different cues, the performer always 
knows when and where to move on to.  It also has the added benefit of keeping the 
performer constantly listening to what is happening in the music.  Melodically, the 
Vibraphone material is always related.  It is the rhythmic differences that signal which 
type of change is about to occur.  
Example 1.0: 
Vib.
Section cue: mm. 259-261
259 cue
Ped.
IIIB
l.v.
Vib.
Change cue: mm. 245-249
245 cue
Ped. l.v.
 
Section I 
The entrance of Marimba 3 in measure 97 marks the beginning of Section I.  
This section, based on the first chord of the Pulse, is in a clear arch form. 
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Example 1.1: 
Section I - FORM
I
Enter A
1
augmentation
2 3 4
B
1
p u l s e
2
arch
1 2
d i m i n u t i o n
A
4 3 2 1
Exit
 
 
In measure 97, our enter creates the B pure minor backdrop for the entire section.  The 
score reveals G-natural in the Cello starting in measure 120, placing section I clearly 
in B pure minor, not D-Dorian as may be derived from the opening of the section.   
Much of the music in Music for 18 Musicians can be divided into either 
foreground or background material.  The background instruments will repeat chords 
or ostinati made up of limited pitch material throughout an individual section of 
music.  They create the backdrop, or canvas, with which the music paints the melodic 
material on top of.  The foreground instruments contain much more melodic material, 
more pitch material, and guide the listener through the section of the work.  It is these 
instruments that define both the form and the harmonic mode.  The background 
instruments, due to their limited pitch content, are often in an ambiguous state, never 
fully defining a particular harmonic mode.  Music for 18 Musicians was composed 
without creating a full score; Reich worked on individual lines, individual parts, that 
were then later combined in rehearsals.  The compositional thinking is much more 
linear and horizontal than vertical.  Individual groups of instruments of any given 
section create their own harmonic field, which might have a pitch center different 
from the overall harmonic scheme.  These small areas of tonal centers all combine in 
force with the entire ensemble at which one center tends to prevail.  These prevailing 
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modal areas mostly stay within three sharps, with some sections in four sharps, and 
with the overall harmonic modes centering around B, C#, and F# only. 
Marimba 1 and 2 together with Piano 1 and 2 provide the background pulse 
that sustains the entire section.  Their material is, in fact, a literal repeat of their 
section I chord.   Marimba 3 and Piano 3 repeat their background ostinato layered 
with this background pulse to create the entire backdrop.  The Marimba 1, 2 and Piano 
1, 2 background pulse starts first, with only three notes: .  The Marimba 3 and 
Piano 3 ostinati add three more to create: , a clear subset of B minor, 
the mode used here.  The foreground instruments can be further divided into central 
and support groups, with the central group highlighting the melody and the support 
group providing harmonic reinforcement.  In section I, the central melodic instruments 
are the Clarinets and Voices 1 and 2, whereas the support group are the Strings and 
Voice 3.  As the central group expands its melodic material into subsequent 
augmentations, the support group provides long tones underneath this melody creating 
a combined rich and inviting texture.  The pitch material remains limited: Marimbas 1, 
2 contain only two pitches; Pianos 1, 2 have three; Marimba 3 and Piano 3 have five; 
Clarinets, Voices, and Violin have six; and only a single instrument, Cello, contains all 
seven pitches of B pure minor.  The elusive pitch “G” only reveals itself in the exact 
center of the arch form, throughout the B section. 
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Example 1.2: 
fo
re
gr
ou
nd
Stgs.,
Voc. 3 support 7
Cls.,
Voc. 1, 2
melodic instruments
central 6
Pno. 3 5
b
a
c
k
g
ro
u
n
d
Mar. 3
background ostinati
subset of
5
Pno. 1, 2 3
Mar. 1, 2
background pulse
subset of
pitches:
2
 
In the long repeat of measure 96 the background pulse begins.  Only with the 
entrance of the ostinati in measure 97, does the real harmony reveal itself.  The ever 
important beat one B in Marimba 3 combined with F-sharp and D in Piano 3 clearly 
state our home pitch center as B.  The background pulses themselves do not contain 
the pitch B at all.  
23 
 
Example 1.3: 
Pno. 3
C  (boxed) only pitch not in chord I
Mar. 3
background pulse (Mar. I, II & Pno. I, II)
chord I pitch material
 
With the entrance of the Clarinets, Strings, and Voice 3 in measure 98, the first 
cell of the A section is introduced.  As noted earlier, this particular augmentation 
expands both horizontally in the length of the melody and also vertically in the pitch 
area covered.  As the melody gets longer the Clarinets tend to rise in pitch and the 
Strings generally fall.  After the melody reaches four measures in length at A3, the 
expansion ceases to add length.  It also has reached it outermost limits in pitch.  
Instead of a vertical or horizontal expansion, A4 presents the listener with a more 
dramatic harmonic expansion to fulfill the final realization of the melody.  Both 
rhythmically and harmonically, step by step, Reich makes very clear and audible 
expansions progressing through each cell in the opening augmentation.  The Clarinets 
start in unison at measure 98 (see example D).  The relationship between A1 and A2 is 
very clear.  Harmonically, A2 is the same fragment as A1 only with a perfect-fourth 
added above.  The expansion in length is achieved by repeating A1 twice, and filling 
in the rests of A1 for beats in the first repeat.  The rhythm created in A2 is in fact a 
miniature process all its own.  A1’s rests become a rhythmic pattern in A2 that has 
been used throughout Reich’s career: 
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Example 1.4: 
A2
3 2 1 2
A1
Clarinet rhythm only:
 
When repeated, this pattern becomes an endless process loop of subtracting 
and adding beats (see Example 1.5).  One beat is subtracted from the first group of 
three to make the second group of two beats.  This process is repeated, subtracting 
another beat, to leave only one beat remaining.  Then, the process happens in reverse, 
adding one beat, then another, until we arrive at three beats again.  In fact, Marimba 3 
plays this exact rhythm throughout section I.  The connection with Reich’s influence 
from Ghana can also be seen here: 
Example 1.5: 
Reich
3
-1
2
-1
1
+1
2
+1
3
-1
2
-1
1
+1
2
+1
Ghana
 
Example 1.5 compares a commonly used source rhythm of Ghanaian music 
with a commonly used source rhythm of the music of Steve Reich.  In supporting the 
Clarinets, the Strings play an expanding role structured with inversion.  The opening 
Cello fragment of A1 is an expanding fourth to fifth (m. 99), implying a I-V harmonic 
sequence.  A2 takes the top notes of these chords and places it an octave lower, 
creating an inversion of A1.  The violin reacts much the same.  Its opening fragment in 
A1 of a major-third to major-second, becomes an expanding sixth to seventh in A2.  
The lower voice of A1 is placed an octave higher in A2, creating this inversional 
relationship.  This inversion technique continues in A3, but now expanding to the 
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Clarinets as well.  The bottom line of the Clarinets is now placed an octave higher and 
the original top line remains the same creating perfect-fifths.  At the same time, the 
Violin creates a similar inversion, utilizing the exact same technique observed in the 
Violin in A1 and A2.  By placing the bottom note of our sixth to seventh harmony an 
octave higher, we now have an inversion once again, this time an octave higher.  In 
expanding to A3, the Cello’s inversion is a little different.  Instead of placing the top 
line an octave lower and continuing to expand in this manner, the Cello only takes 
every other top note an octave lower.  This creates the moving fifths we see starting in 
m. 109.  As the cells continue to expand in length, the Strings also expand in register 
with the Violin higher and the Cello lower.  Starting back in A2, at m. 102, we also 
see the addition of two more female singers, Voices 1 and 2.  Their role at this point is 
simply to double the Clarinets at the unison, further enhancing the sound the Clarinets 
and creating an almost electronic melodic texture.  Later, when we see the Clarinets 
move on to different melodic material in B, these two female Voices in fact continue 
what the Clarinets had started by repeating their final A4 melody through the entire B 
section.  When the Clarinets come back to A, they meet the Voices exactly where they 
had left off. 
Rhythmically, the Strings’ expansion is quite systematic, and also implies a 
particular rhythm.  This rhythm often occurs in instruments that are playing the 
supportive role.  The number of beats that the Strings and Voice 3 hold their chords is 
directly related to the melodic line in the Clarinets and Voices, and gradually expands 
as the melody expands.  A1 presents a rhythm containing 2 beats + 2 beats + 2 beats 
rest.  A2 expands this to: 3 + 3 + 2 + 2 + 2.  A3 has 3 + 3 + 4 + 2 + 3 + 3 + 2 + 2 + 2 
and A4 is 6 + 6 + 3 + 3 + 2 + 2 + 2.  Each module expands into the next, building 
upon the previous module. The two beats rest occurring at the end of each are more or 
less a continuation of the previous two beats.  In fact, when this pattern is picked up 
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later in the piece (see sections IIIA and VI) by instruments that do not have to stop 
playing to breathe, the two-beat rests are filled in. 
Example 1.6: 
A3:
A2:
A1:
A4:
3
6
3 4
6
2 3
3
3
3
3
3
2
2
2
2
2
2
2
2
2
2
2
2
Vc.
Vln. 6 + 6 + 3 + 3 + 2 + 2 (+ 2)
Voices
A4 (m. 120+)
3
6 + 6 + 3 + 3 + 2 + 2 + 2
Vc.
Vln. 3 + 3 + 4 + 2 + 3 + 3 + 2 + 2 (+ 2)
Voices
A3 (m. 108+)
3
3 + 3 + 4 + 2 + 3 + 3 + 2 + 2 + 2
Vc.
Vln. 3 + 3 + 2 + 2  (+ 2)
Voices
A2 (m. 102+)
3
3 + 3 + 2 + 2 + 2
Vc.
Vln. 2 + 2 (+ 2)
Voices
A1 (m. 98+)
3
2 + 2 + 2
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The B section of section I begins with measure 129A.  All the instruments 
other than the Clarinets repeat the material of A4, while the Clarinets float above them 
pulsing sub-chords found in the Marimba and Piano pulses.  The length of each chord 
played by the Clarinets is determined by the human breath of the Clarinetists.  They 
take a deep breath before each chord, then rise and fall in dynamics through the 
pulsing of the chord.  The chord ends when they run out of breath, at which point, they 
take a short pause, then proceed with the next chord.  The  of the first and third 
chords (B1) is a subset of the Piano 2 pulse chord .  The  of the second 
and fourth chords (B2) is also a subset of the pulse chord  found in both Piano 
and Marimba.  A4 begins immediately following B, and the entire process of the first 
A is repeated in reverse order: A4 (m. 131), A3 (m. 138), A2 (m. 154), and A1 (m. 
160).  What was previously heard as augmentation now transforms into diminution.  
Concluding the entire section I, and therefore following the last A1, we find the exit, 
starting in m. 163. 
Throughout section I, the Vibraphone plays the strategic role of playing 
audible cues to indicate to the musicians when to move on to the next section.  All of 
the cues, or melodies, that the Vibraphone plays are somewhat similar: they all start on 
beat six; are all either thirteen or twenty-five beats long; all have similar intervallic 
relationships; all share similar rhythm; and all end on beat six, letting the last note 
ring.  Generally, the rhythm of the Vibraphone will follow Clarinets, Voice 1, 2 and 
Strings.  For example, the first Vibraphone section cue delineates each melodic sub-
phase: 
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Example 1.7: 
Vib.
Cl. 2
1
100
div.
 
 
Example 1.8: 
6 Vib.
158
5 Vib.
150
4 Vib.
138
3 Vib.
116
m3
m3
M2
M2
M2
M2
m3
m3
m3
m3
M2
M2
M2
M2
2 Vib.
106
1 Vib.
100
m3
m3
M2
M2
M2
M2
 
Excluding the last attack, the chords generally follow a symmetrical pattern.  
The first section cue, for example, follows the pattern of the voices moving in contrary 
motion, by the same intervals: minor third in, major second in, major second out.  
With the sole exception of one note, the top note of the section cue 1 is one octave 
higher than the bottom note of the section cue 2.  The rhythm is also almost the same.  
The third section cue takes the first section cue, moves it down one octave, and 
expands by augmentation.  The symmetrical intervallic relationships can be seen in 
example 1.8 above.  The fourth section cue follows the model of the third, but changes 
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the note values: the first half of the melody expands the note values, the second half 
basically contracts.  The fifth section cue returns to the same melody as the third 
section cue, only with the last chord inverted.  The sixth and final section cue returns 
to the same rhythm as the second but melodically rises where the second section cue 
falls.  The score employs a unique notational technique to clearly indicate the change 
of music that each cue initiates.  Example 1.9 is a reduced excerpt from page 10 of the 
modular score and contains all three elements of this notational technique.  One 
measure is to be repeated within a certain numbers of repeats, the same measure is 
then written out with the cue included, and finally, the new changed measure is written 
at the end of the cue.  These three segments are indicated with “repeat until cue,” “cue 
begins,” and “last repeat.”  In example 1.9, measure 99 is repeated 7-11 times.  When 
the cue enters, the musicians play the same measure twice, now written out as 
measures 100-101.  Then, finally, on the their last repeat, the new material is written 
into the measure to connect with the next segment. 
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Example 1.9: 
Vc.
repeat until cue cue begins last repeat
Vln.
repeat until cue cue begins
last repeat
Voices 3
repeat until cue
ee
cue begins
ee ee
last repeat
ee
Voices 12
doo
Vib.
Ped.
cue
l.v.
Cl. 2
1
99
(7-11x)
repeat until cue
100
cue begins
101 102
last repeat
div.
 
 
Section II 
Section II, changing to B Dorian and based on the II chord,  begins in measure 
166.  As section I was in arch form, section II uses linear form: 
Example 2.1: 
Section II - FORM
II
Enter A
rhythmic
construction
B
rhythmic
construction vs.
I
linear
pulse
C
rhythmic
construction vs.
II
pulse 1
D
pulse
2 3
Exit
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The transformation from chord I to chord II is both direct and also binding.  The 
Vibraphone clearly states its section cue beginning in measure 164.  By measure 168, 
the background pulse and ostinato evolve into chord II.  There is much sharing in this 
evolution: the same groups of instruments play similar roles and also share some of 
the same pitch material.  Marimbas 1, 2 and Pianos 1, 2 once again perform the 
background pulse while Marimba 3 and Piano 3 once again perform the ostinato.  
Initially, the Clarinets, Voices, and Strings here as well focus the listener’s attention.  
Section II adds Xylophones to our ensemble, further expanding the timbre.  The 
background pulse itself is merely an extension of Section I’s background pulse and the 
same holds true for the ostinato.  By adding just one note, , to the Marimba 1 
and 2 section I background pulse chord, we have the background pulse chord for 
section II.  The Pianos also have the same chord they had in section I, with one 
additional .  The ostinato in Marimba 3 is the same as the previous ostinato, only 
with the C-sharp up one octave.  It is interesting to note that this same C-sharp is the 
only pitch not found in either section chord, but is the one pitch that moves.  The 
ostinato in Piano 4 has the same sub-melody found in the ostinato in Piano 3 from 
section I.  These many connections further bind section I to section II and make the 
transformation effortless on the ear. 
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Example 2.2: 
Pno. 3 Piano 3 ostinato: section II
common melody between section I and section II
Pno. 3 Piano 3 ostinato: section I
Mar. 3
8va
Marimba 3 ostinato: section II
Mar. 3 Marimba 3 ostinato: section I
Pno 1, 2
I II
Piano 1, 2 pulse chords: sections I, II
Mar. 1, 2 Marimba 1, 2 pulse chords: sections I, II
 
The A section begins in measure 168 with the entrance of Clarinets, Voice 1 & 
2, Violin, and Cello.  Through measure 175, these instruments perform the first 
rhythmic construction in Music for 18 Musicians (see example C).  As with all 
rhythmic constructions in this work, the melody is not introduced note by note starting 
with the first pitch.  Rather, the notes of the melody are introduced out of sequence.  
The first note of the melody revealed in this instance is actually the fourth note of the 
complete melody.  The second note we hear is, in this case, the third note of the 
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melody.  Each pitch of the final melody is revealed one by one, in this fashion, until 
the entire melody finally appears in its complete form in measure 175.  This technique 
allows Reich to explore the rhythmic nuances hidden within the melody, and engage 
these upon the repeating ostinato.  A technique for indicating the order of pitches 
revealed can be summed up below: 
Example 2.3: 
Cl. 2
1
175 8 3 2 1 6 4 5 7 order of pitches revealed
 
In measure 176, once the first rhythmic construction is complete, the 
Xylophones and Piano 3 enter with their own rhythmic construction, which starts the 
B section.  When these instruments move on to their second cell, they trigger the 
Clarinets and Strings to start foreground pulsing.  For the first time in the piece, these 
two techniques (rhythmic construction and foreground pulsing) are combined and 
performed simultaneously.  As the Xylophone and Piano rhythmic construction 
proceeds, the Bass Clarinets and Strings float over them with four chords pulsing in 
the foreground.  These two groups of musicians must pay special attention and time 
their material well so that they can both fully realize their music within the same time 
span, ending approximately together. 
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Example 2.4: 
RC:
FP:
1 2
1
3
Rhythmic Construction: eight cells
Foreground Pulse: four chords
4
2
5
3
6 7
4
8
Xylo. 1
(3-5x)
7
(3-5x)
8
Cl. 2
1
180
(5-10x) (5-10x)
4
(5-10x)
Xylo. 1
(3-5x)
4
(3-5x)
5
(3-5x)
6
Cl. 2
1
simile (one breath)
178
(5-10x) (5-10x)
2
(5-10x)
179
(5-10x) (5-10x)
3
(5-10x)
Xylo. 1
(3-5x)
1
(3-5x)
2
(3-5x)
3
Bs. Cl. 2
1
176
(3-5x)
Four chords of pulse vs. eight cells of rhythmic construction.
(Piano 4, Player 2 has indentical rhythm to Xylophone 1.)
Rhythmic Construction vs. Pulse
X
X
= foreground pulse
= rhythmic construction
177 (5-10x)
one breath
(5-10x)
1
(5-10x)
 
Once the above rhythmic construction vs. foreground pulse is complete, 
Section C begins (m. 181).  Xylophone 1 and Piano 4, player 1 repeat their final cell 
through section C, while the Bass Clarinets initiate another rhythmic construction vs. 
foreground pulse; this time the opposing group is Xylophone 2 and Piano 4, player 2.  
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For the first time in the work, we now see two musicians performing on the same 
instrument, in this case, Piano 4.  This concept of “practicality” is often a driving force 
in the music of Steve Reich.  Instead of adding a fifth Piano, he chooses to place two 
musicians on the same instrument.  The two performers playing Piano 4 have their 
material far enough apart on the keyboard to make performing on one instrument 
unproblematic.  The higher player, player 2, expands the rhythmic construction 
together with Xylophone 1.  Section C continues much like section B, with the 
musicians carefully timing what they play.  The Bass Clarinets and Strings have four 
foreground pulses to play during which the opposing group, Xylophone 2 and Piano 4, 
player 2, have eight cells of their rhythmic construction to expand.  After the cycle of 
four chords is completed by the Bass Clarinets and Strings, the Bass Clarinets initiate 
the two chords of section D (mm. 185A and 185B).  This musical space in which the 
Bass Clarinets play these two chords has two functions: 1) to prepare section D, in 
which the Bass Clarinets only play these same two chords, and 2) to allow extra time 
in case the Xylophone and Piano have not completed their rhythmic construction.  
Ideally, Xylophone 2 and Piano 4, player 2 should complete their rhythmic 
construction within the four chords of the Bass Clarinet and string foreground pulse, 
but it is entirely possible that, in performance, the timing might not be ideal.  With this 
safeguard built into the music, section D can begin comfortable and smoothly, with the 
musical processes of section C having been completed.  This represents another aspect 
of practicality built into the music.  In fact, the Bass Clarinets and Strings could 
simply repeat their chords of 185A and 185B any number of times if Xylophone 2 and 
Piano 4, player 2 have not yet completed their rhythmic construction.   
The four chords that the Bass Clarinets play in their foreground pulses of 
sections B and C are entirely related by inversion.  Each chord of section C is, in fact, 
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the same chord of section B played in the same order, only with the top note played an 
octave lower, forming the inversion. 
Example 2.5: 
Bs. Cl.
mm. 181-184
C chords
i n v e r s i o n
mm. 177-180
Bs. Cl.
B chords
 
The rhythmic constructions formed by the Xylophones and Pianos in sections 
B and C ultimately present the exact same melody.  However, not only are the 
melodies rhythmically constructed in a different manner, but they also end up out of 
phase with each other, i.e. in canon.  Furthermore, Reich builds each of these rhythmic 
constructions starting in the same rhythmic space, and in the case of the Xylophones, 
with the exact same pitch.  In this way, Reich explores two methods of revealing this 
melody and presents them both, one after another, all the time opposing the 
foreground pulse, and each beginning the exact same way, and with the Xylophones 
starting on the exact same pitch 
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Example 2.6: 
Xylo. 2
shared starting point
Xylo. 1
final canonic relationship
Xylo. 8
Xylo. 7
Xylo. 6
Xylo. 5
Xylo. 4
Xylo. 3
Xylo. 2
Xylo.
176
Comparison of Xylophone rhythmic constructions: II - sections B and C
B
1
181
C
 
These two rhythmic constructions present the same melody with two different 
overall shapes, and therefore contain different rhythmic nuances.  The rhythmic 
construction in section B basically divides the melody into three groups, building upon 
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each group one by one.  This allows Reich, by the sixth cell, to obtain three groups of 
two eighth-notes each.  The seventh and eighth cells finish this three-pillar 
presentation by connecting the three groups.  The C section rhythmic construction 
presents itself in a different overall shape.  Its approach is to start near the center of the 
melody and build outwards in both directions.  When the final canon is reached just 
before measure 185A, all twelve eighth-notes are filled. 
Section D, starting in measure 186A, is a series of three sets of two foreground 
pulses each.  Each set adds more instruments and progressively thickens the texture.  
D1 (mm. 186A-186B) has the Xylophones following the Bass Clarinets; D2 (mm. 
187A-187B) adds Piano 3; and D3 (mm.188A-188B) adds Piano 4, Player 2.  With 
each wave of pulses through section D, the sound gets enriched and acts as a sonorous 
closing for the entire section II, happening just before the final cadential exit in 
measures 190-191. 
 
Section IIIA 
The third chord in our pulse series is special in that two entirely different 
sections of music are built out of it, IIIA and IIIB.  Both IIIA and IIIB are in arch 
form, with IIIA behaving very similar to section I. 
Example 3A.1: 
Section IIIA - FORM
IIIA
Enter A
1
augmentation
2 3 4
B
1
p u l s e
2
arch
1 2
d i m i n u t i o n
A
4 3 2 1
Exit
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Beginning in measure 192, Section IIIA starts with an ambiguous harmony; the 
enter music played by the Xylophones, Marimbas and Piano 2 does not strongly state 
our home key, but act instead, as harmonic connective tissue between sections II and 
IIIA.  Only with the entrance of the Clarinets, Piano 1, 2 and 3, and Strings in measure 
194 is the home key of F-sharp pure minor firmly stated.  The Marimba 3 ostinato, 
repeated for the duration of IIIA, is that exact same ostinato that Marimba 3 played in 
section I (and the same as section II, with the C-sharp back down an octave), only this 
time the overlying harmony clearly states the key of F-sharp minor as opposed to B 
pure minor in section I. 
Reich builds two completely different sections of music, in different key areas, 
out of the same Marimba ostinato.  Along with Marimba 3, Piano 2 also has a related 
ostinato to what it played previously.  As there was a common melody, or shared 
tones, between the ostinati of sections I and II, the same process happens once again 
between sections II and IIIA.  The inner voice of the Piano 2 ostinato also appears 
exactly the same in section II, only with different notes attached. 
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Example 3A.2: 
Pno. 3 Piano 3 ostinato: section IIIA
common melody between section II and section IIIA
Pno. 3 Piano 3 ostinato: section II
common melody between section I and section II
Pno. 3 Piano 3 ostinato: section I
Mar. 3
8ba
Marimba 3 ostinato: section IIIA
Mar. 3
8va
Marimba 3 ostinato: section II
sa
m
e
Mar. 3 Marimba 3 ostinato: section I
Pno 1, 2
I II
Xylo. 1, 2
IIIA
Piano 1, 2 pulse chords sections I, II; Xylophone 1, 2 pulse chords section IIIA
Mar. 1, 2
Marimba 1, 2 pulse chords: sections I, II, IIIA
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For the first time, the background pulse is not sustained by Pianos, as had been 
previously the case.  Instead, the Pianos in IIIA contain some of the most exciting 
hocketed material in the entire work, and serve in function as the melodic support 
instruments.  
Example 3A.3: 
fo
re
gr
ou
nd
Pno. 3, 4 support 7
Cls.,
Pno. 1,
Stgs.
melodic instruments
central 6
Pno. 2 5
b
a
c
k
g
ro
u
n
d
Mar. 3
background ostinati
subset of
5
Mar. 1, 2 2
Xyl. 1, 2
background pulse
subset of
pitches:
2
 
As in I, the Clarinets and Strings provide the melodic material processed through 
augmentation.  The difference in IIIA is the lack of Voices in the A sections, and the 
appearance of Piano 1 doubling the melody.  Furthermore, the Strings do not have 
augmented long tones supporting the melodic voices, as they had in section I.  Instead, 
the Strings double the Clarinets and Piano 1 at the unison.  Therefore, in IIIA, the 
melody is more exposed, having not the previous sonoric long tone string support it 
received previously.  This particular unison orchestration gives the appearance of a 
multifaceted Clarinet, with a rich, vibrant, and deep three dimensional sound.  As the 
melody gets processed through augmentation, it also rises in pitch.  Where the 
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relationships in the melody in section I were passed on with each progressing 
augmentation, here the melodic relationships skip every other presentation.  In the four 
presentations of the augmentation melody, one and three relate by inversion, as well as 
two and four.  The rhythm of the melody is exactly the same as it was in section I, and 
therefore the rhythmic expansion is also the same. 
Example 3A.4: 
4 Cl.
3 Cl.
2 Cl. bottom line up one octave,top line stays the same, becomes 4
1 Cl.
Section IIIA melodic inversion
bottom line up one octave, top line stays the same, becomes 3
 
In place of the supporting Strings and Voice 3 playing/singing sonoric long 
tones, in IIIA the supporting role is passed to Piano 3 and 4 playing short tones.  They 
fit together like two pieces of a puzzle, hocketing their material in shifting rhythms 
underneath the rising melodic line of the Clarinets, Piano 1, and Strings.  In a practical 
sense, the Strings and Voice make excellent sustaining instruments and therefore their 
supportive material in section I are long tones.  Here, the supportive Pianos are more 
suited to percussive attacks, almost “drumming” on the keyboard, a technique frequent 
in Reich’s early keyboard works.5  Even though the Piano rhythm is constant eighth-
notes, the overall harmonic rhythm matches the Strings’ harmonic rhythm in section I 
                                                 
5 Schwarz, Robert K., “Steve Reich: Music as a Gradual Process Part One,” Perspectives of New Music 
19 (1980-1981): 374-392. 
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exactly.  The only slight difference is that at the end of each phrase in section I the 
String/Voice line has a rest.  This rest enables the singer to breath as well as tends to 
be a more idiomatic treatment for the Strings.  In contrast and in keeping with 
practical idiomatic writing, the Pianos in IIIA play straight through, not taking small 
rests at the end of each phrase.  Therefore, the 2 + 2 beats rest occurring at the end of 
each String/Voice phrase equals the 4 beats at the end of the Piano phrase.  The 
harmonic similarities between these two groups of instruments is also striking.  
Though the Pianos are in F-sharp and the Strings in B, the harmonic movement and 
inner structure are very similar. 
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Example 3A.5: 
A3:
A2:
A1:
A4:
3
6
3 4
6
2 3
3
3
3
3
3
2
2
2
2
4
4
4
4
P4
6 + 6 + 3 + 3 + 2 + 4
P3
A4 (m. 217+)
6 + 6 + 3 + 3 + 2 + 4
P4
3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
P3
A3 (m. 205+)
3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
P4
P3
A2 (m. 199+)
3 + 3 + 2 + 4
3 + 3 + 2 + 4
P4
P3
A1 (m. 195+)
2 + 4
2 + 4
 
Example 3A.6 compares the Violin, Cello, Piano 3, and Piano 4 in sections I and IIIA.  
The melodic expansion of the pitch material in both of these two sections proceeds in 
a similar permutation.  As example 3A.6 indicates, the Violin in section I expands 
mainly by inversion, keeping the upper note the same while bringing the lower note up 
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an octave.  The last expansion, which is the longest in length, keeps the upper note the 
same while dropping the lower note a major third.  The corresponding upper half of 
the pattern in IIIA (Piano 3, 4, right hand) starts with the same chord change down a 
perfect fourth, repeats it, then moves by contrary motion, and finishes with the same 
pattern as the Violin down a perfect fourth.  The two bottom halves of the pattern in 
sections I and IIIA (Cello and Piano 3, 4, left hand) follow each other more closely; 
the Pianos in IIIA restate the Cello in I down a perfect fourth, except for the third 
expansion, where Reich chooses to have octaves in the Pianos for more force and 
depth.   
Example 3A.6: 
IIIA: Pno. 3, 4 - LH
P4
IIIA: Pno. 3, 4 - LH
f# minor: i64 v7 i v43 i v VI7 III43
I: Vc.
P4
inv.
P4 4th rel. P4
contour
IIIA: Pno. 3, 4 - RH
IIIA: Pno. 3, 4 - RH
rep. contr.
Vln.   M3
I: Vc.
b minor: i64 v7 i v43 i v7 VI7 III43
I: Vln.
s i m i l a r  g r o w t h
P4
inv. inv.
top same
bottom down third
P4 contour
I  v s .  I I I A
I: Vln.
s a m e  h a r m o n i c  m o t i o n
 
As the augmentation continues to expand, the Pianos fall lower in register.  The 
harmonic oscillation between the two chords of each cell is preserved in both sections: 
i-v(7) for the first three cells and VI7-III7 for the fourth cell.   
The Vibraphone cues in Section IIIA follow the same exact rhythm as Section 
I, only with different harmonic pitch choices.  But the patterns and formatting of these 
pitches remains relatively similar to Section I.  Section cue 1 and 2 share the same top 
note of each chord.  Section cues 2 and 6 are identical, as are 3 with 5.  Section cue 3 
is formed by an augmentation of section cue 2.  Section cue 4 occurs after the 
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foreground pulses and therefore has rhythmically longer notes to call to attention the 
players to start the reverse of the arch form. 
Example 3A.7: 
6 Vib.
253
5 Vib.
245
4 Vib.
236 long tones
3 Vib.
213
2 Vib.
203
augmentation
1 Vib.
197
shared upper note
 
 
Section IIIB 
Section IIIB begins in m. 261 on the same chord as IIIA.  The fact that there are two 
distinct sections of music built from the same chord has been largely unknown due to 
the fact that there has been no score for research, but nevertheless exists.  The enter 
leaves the listener in the same ambiguous world that began IIIA without the 
tonicization of F-sharp Minor.  The listener is left in a very “open” B Dorian 
backdrop.  The background pulse still oscillates E and A, as in Section IIIA; however 
Marimba 3 funnels the harmony more towards B Dorian, building this “open” sound 
based primarily on fourths.  The entire section is build out of only six pitches which 
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are all a subset of B Dorian.  The one missing pitch is the important third (D), 
furthering the ambiguity. 
Once again, Reich chooses to orchestrate his music in a very practical manner.  
Section IIIB provides Marimba 3 with three players on the same instrument.  In order 
to accomplish this feat, one musician (player 2) must stand at the “back” of the 
instrument, fitting notes in-between players 1 and 3.  Reich is very careful about the 
ranges, always keeping the musicians physically far enough apart to give just enough 
room to perform their material without getting too much in the way of their 
colleagues. 
Example 3B.1: 
Player 1:
range:
Player 2:
range:
Player 3: range:
M a r i m b a  3 :
Pl. 1  Pl. 3
Mar. 3
Pl. 2
 
The majority of player 2’s material is a perfect fifth higher than player 1, thus having 
mallet strokes generally together.  This makes it more practical to play at the same 
time.  Player 3 has the exact same rhythm as players 1 and 2, sometimes in octaves 
with player 2, furthering the playability of the instrument.   
The overall form of IIIB is similar to IIIA as it is an arch, but different in how 
the arch is constructed.  The opening A section of the arch is created out of a complete 
rhythmic construction.  Once the opening rhythmic construction is complete, that 
entire melody is then manipulated through augmentation. 
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Example 3B.2: 
A3
m. 281
2 beats
4 mm.
2 beats
A2
m. 277
2 mm.
2 beats
A1 complete
m. 272
9
1 m.
9 7 2 3 1 4 5 6 8
8
7
6
5
4
3
2
A1 rhythmic construction
Xylophone (and Piano) rhythmic construction transforms into augmentation:
m. 264
1
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Example 3B.3: 
Section IIIB - FORM
Enter
IIIB
A
1-RC
r h y t h m i c
construction
transforms into
augmentation
2 3
B
1
p u l s e
2
arch
1 2
d i m i n u t i o n
A
3
(no rhythmic
deconstruction)
2 1
Exit
 
The rhythmic construction builds itself from the inside out (see example 3B.2).  
Starting on beat three near the middle of the measure, as the construction unfolds, the 
melody expands both in front of the starting note as well as after it, keeping close 
proximity.  The melody itself, once fully realized, presents a new rhythm in the work: 
 .  This is the same rhythm that the background texture 
instruments present in the enter of the section.  Clarinets, Voices, and Strings add long 
tones emphasizing the internal rhythm of the rhythmic augmentation of this rhythm.  
The augmentation begins by repeating the first two large beats of the initial one bar 
cell (see example 3B.2).  The original one bar melody (A1) is now twice as long (A2).  
This new melody is doubled once again (A3) by starting with the large beats two and 
three, then presenting the cell in its entirely twice, and finally ending with our 
fragment beats one and two again.  Once the four-measure melody is complete, the 
Clarinets are free to break off and present four foreground pulses with Voices 1 and 4.  
These pulses are all fourths (B-E) and seem to simply glide out of the already fourth-
heavy background pulses and ostinati.  This then cues the entire augmentation process 
to happen in reverse, ending not with our original one-bar cell, but rather with the 
second measure of A2, providing a more “cadential” cell to end the section with.   
There are only four Vibraphone calls in this section and they are all 
interrelated.  The first call (m. 273) signals the completion of the rhythmic 
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construction and subsequent change to the first augmentation (A2).  The second call 
(m. 279) signals the change to the next cell in the augmentation (A3).  In the return of 
A the Vibraphone has the reverse role, to signal the collapse and shrinking of the 
diminution.  Its cue in m. 295 signals A2 and its subsequent cue in m. 303 signals A1.  
The Vibraphone calls can be broken down into three building blocks (x, y, z).  Each 
call manipulates these blocks, or subset thereof, in a different permutation.  Block “y” 
consists of the open widespread dyads of G#-E and E-C#, block “z” is the cadential 
dyad consisting of G# and B, and block “x” is an introduction dyad of either octave 
dyads on C# and B or C#-E and A-C#.  All four instances of Vibraphone calls have a 
different permutation of block “y”; block “z” is the same only for calls 1 and 3; block 
“x” is different in each of its two instances. 
Example 3B.4: 
Vib. call 4
m. 303
y x z
Vib. call 3
m. 295
x y z
Vib. call 2
m. 279
y z
Vib. call 1
m. 273
y z
x = y = z =
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Section IV 
Section IV has far less activity then its predecessors and serves as a respite 
before the energy and full activity of Section V, the central section of the entire work.  
Section IV remains a more subdued section of the work, the “calm before the storm.”  
Section IV is in linear form that starts with an augmentation and transforms into a 
massive tapestry of pulses.  There is no exit in this section; instead, the pulses at the 
end of section IV overlap and hide the entrance of the new material that begins section 
V.  Consequentially, there is no enter for section V. 
Example 4.1: 
Section IV - FORM
IV
Enter A
augmentation
1 2 3
B
1
pulse
2 1 2 1 2 1 2
linear
1 2 1 2
pulse (massive)
C
1 2 1 2 1 2 3 4
Section V
4
 
Section IV opens with a presentation of the IV chord between two Marimbas and two 
Pianos, exactly as in sections I, II, and IIIB.  As in these other sections as well, a third 
Marimba and Piano provide background ostinati that hold for the entire section.  A 
very ambiguous C# Phrygian mode prevails for this section.  The Marimba 3 and 
Piano 3 ostinati are an octave higher than they have been previously.  This, together 
with Marimbas 1, 2 and Pianos 1, 2 also playing in an upper register, provides a 
thinner and higher texture with which to begin the section.  In contrast, the Bass 
Clarinets are in the lower portion of their range when they begin their pulses in the B 
section.  This aides in the full tapestry of sound in section IV.  The subset organization 
of the pitch material follows the basic form of sections I and IIIA. 
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Example 4.2: 
fo
re
gr
ou
nd
Voc. 1/3/4
Stgs. support 4
Cls.,
Voc. 2,
melodic instruments
central 7
Pno. 3 6
b
a
c
k
g
ro
u
n
d
Mar. 3
background ostinati
subset of
6
Pno. 1, 2 3
Mar. 1, 2
background pulse
subset of
pitches:
2
 
As previously, the background pulse is a subset of the background ostinati, and 
the background ostinati are a subset of the foreground.  Here, however, the foreground 
support instruments have a more limited pitch content than their counterparts 
formerly.  Once the pulse starts to overtake the section with C, their pitch content 
grows.  The augmentation in section IV only expands horizontally and not vertically 
as in previous sections; the length expands but not the register.  As mentioned 
previously, this section serves as a respite before the intense Section V, and keeping 
the pitch register somewhat conservative further defines this section as calm and 
transitional.  The Clarinets and Voice 2 function as the central foreground melodic 
instruments.  As they increasingly double their total line length, the support 
foreground melodic instruments follow as a supportive shadow. 
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Example 4.3: 
3 Cl.Voc. 2
4 measures 2X as long as
4X as long as 1
2
2 Cl.Voc. 2
fills in gap 2 measures
2X as long as 1
1 Cl.Voc. 2
1 measure
Section IV melodic augmentation
 
The Vibraphone also follows the model of less activity, providing only two 
calls, which are virtual copies of each other.  The B section pulses alternate between 
two dyads, a perfect fifth  and a perfect fourth  in the Bass Clarinets.  
After six cycles of this alternation, all four Voices and both Strings join in the pulses 
to create a massive “opening” and “closing” tapestry of pulsing sound.  The pulses 
themselves are completely guided by the length of the human breath.  The Bass 
Clarinets will extend their pulsing eighth-notes for the duration of one breath before 
taking a short pause to breathe in and then moving on to the next pulse.  Therefore, no 
two performances will ever be exactly the same in terms of the length of this pulsing 
section.  Each pulse is also further articulated by a crescendo and diminuendo on each 
chord.  The music “sighs” with each chord, opening and closing, back and forth.  The 
first oscillating chord has a perfect fifth in its lowest register, as seen in the Bass 
Clarinets: .  The Violin fills out the high end of the range, also with a perfect 
fifth:  creating the “open” sound.  Both of these dyads merge into the same 
perfect fourth,  and  thus providing the “close” to the oscillation.  
Together with the Voices also pulsing, and of course the background pulsing 
Marimbas and Pianos, every instrument playing, with the sole exceptions of Marimba 
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3 and Piano 3, are pulsing.  These immense pulses overlap and transition into sectio
V.  For the first time there is not a clearly demarcated section break; the prevailing 
Piano motive for section V sneaks in unde
n 
rneath the other pulsing instruments, starting 
from niente and building to the forefront. 
 
Section V 
our.  
 
 
d 
p 
make a smooth transition from section IV’s pulsing Marimbas to the “sharper” pulsing 
ich drops the upper note E
Section V presents the first key change in the work, from three sharps to f
The blending and overlap from section IV into V serves to hide and smooth this
harmonic transition.  The newly added tone of D# is introduced in the gradual 
crescendo of the Piano motive stated at the opening of section V, and places the 
section in C# pure minor.  Where, Marimba 1, 2 provided the background pulse for
section IV, Xylophone 1, 2 now provide the background pulse for section V.  The 
brighter tone and harsher attack of the Xylophone provide a more suitable backgroun
pulse behind the percussion Pianos, which dominate this section.  This also frees u
the Marimba to present more subtle resultant patterns reserved for later on in the 
section, which will eventually turn into the main motive for section VI.  In order to 
Xylophones, Re   briefly.  Example 5.1 illustrates 
 
Example 5.1: 
this transition:
Mar. 1,2
Xylo. 1,2
IV V
IV pulses
fade out V RC
    
55 
 
Once the top E starts to fade in, the Pianos begin their massive rhythmic construction.  
As with section II, section V is also in linear form highlighted by rhythmic 
construction. 
Example 5.2: 
Section V - FORM
V
trans.
from IV
A
rhythmic
construction I
B
construction II
rhythmic
linear
resultant patterns
C
& pulse
Exit
 
The Pianos dominate the two rhythmic constructions.  Four Pianos are used to 
build the canons one note at a time.  The usage of the same instrument for the canons 
provides for the ear a clear realization of the resultant patterns.  “One of the most 
noticeable aspects of my music has been that it is written for ensembles of two or 
more identical instruments…this was necessary because…two or more voices moving 
against each other are identical in timbre, and therefore combine to form one complete 
resulting pattern in the ear.”6  As section V opens, Pianos 1 and 3 fade in the central 
foreground material.  This one-measure cell is then processed by a rhythmic 
construction first in Pianos 2 and 4, then again in Pianos 1 and 2.  The cell itself is a 
recycling of material from Violin Phase, an earlier work of Reich written in 1967. 
Example 5.3: 
Violin Phase
transposed down
perfect fourth
Music for 18 Musicians: Section V
 
                                                 
6 Reich, Steve, Writings on Music 1965-2000.  New York: Oxford University Press, 2002, p. 66. 
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A three-part canon at the quarter-note is gradually constructed among all four 
Pianos.  Piano 1 and 3 start by playing the cell in its final form, as it appears in 
example 5.3.  Layered over top of this is a rhythmic construction presented by Pianos 
2 and 4; once complete, a second rhythmic construction is performed by Pianos 1 and 
2.  Once the three-part canon is fully realized, Piano 1 begins resultant patterns, 
doubled by Marimbas 1 and 2, as well as Voices 1 and 2.  The second of two resultant 
patterns that are presented then transforms and becomes the driving cell for section VI.  
The two rhythmic constructions are built up much in the same manner, as illustrated in 
example 5.4: 
57 
 
Example 5.4: 
pitch order: 10 4 3 2 1 5 6 7 8 9
10
pitch order: 8 9 10 4 1 2 3 5 6 7
9
8
7
6
5
4
3
2
Pianos 2 & 4, mm. 351-360
Rhymic Construction I:
1
Pianos 1 & 2, mm. 362-371
Rhymic Construction II:
 
Both rhythmic constructions are processed much in the same way.  The 
resulting canon separates the two by only one quarter note.  By beginning on the same 
58 
 
rhythmic beat within the measure, then constructing the pattern with almost the exact 
same process, the listener can hear how the same cell can be built from two different 
rhythmic points in the canon.  The pitch order reveals the similar expansion of the 
rhythmic construction: 
Example 5.5: 
RC II:
RC I:
(8 9)
10
10
4
4
3
1
2
2
1
3
5
5
6
6
7
7 (8
8 9
9) 
The first and third notes of each construction are reversed, the remaining expansion is 
identical.  However, each construction implicates different rhythmic nuances, even 
though they are built basically in the same manner.  Both constructions begin on the 
fourth quarter note of the bar, which is near middle of the measure.  They each expand 
backwards, then forwards, filling out the measure is much the same way.  Ultimately, 
the first construction will reveal itself to be exactly two quarter-notes behind the leader 
and the second construction will be one quarter-note behind the leader.  Example 5.4 
① clearly indicates both constructions beginning on the fourth quarter-note of the 
measure: rhythmic construction I on D# and rhythmic construction II on C#.  In 
between these two starting points lies the same E-B dyad.  Rhythmic construction I 
must add this dyad before its starting pitch, where as rhythmic construction II adds the 
dyad after its starting pitch (② in example 5.4).  Both constructions then finish the 
same three-note complement by adding the other’s starting pitch (③ in example 5.4).  
From this point forward, cells ④-⑩, the two constructions build the pattern in exactly 
the same fashion, ending in canon with the lead Piano 3. 
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Example 5.6: 
Pno. 4
Pno. 3
Pno. 2
 
Once the three-part canon is reached (example 5.6), Piano 1 can then fade out its part 
of the canon, and re-enter with resultant patterns completely based on the canon itself.  
There are two consecutive resultant patterns; both doubled with Piano 1 at the unison 
by Marimbas 1, 2 and Voices 1, 2. 
Example 5.7: 
Pno. 1
Mar. 1, 2
Voc. 1, 2
mm. 373-381
Pno. 4
Pno. 3
Pno. 2
R e s u l t a n t  p a t t e r n  I
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Example 5.8: 
Pno. 1
Mar. 1, 2
Voc. 1, 2
mm. 372A+
Pno. 4
Pno. 3
Pno. 2
R e s u l t a n t  p a t t e r n  I I
 
The unison doubling combined with the fact that the resultant patterns already 
exist in the background instruments creates a texture with subtlety and nuance; the 
melody seems to almost “drift” out from the ensemble, slowly bringing to the attention 
of the listener a melodic fragment that has been there all along, only hidden beneath 
the embroidery of sound.  Occurring simultaneously with the Marimba, Piano, and 
Voice 1, 2 resultant patterns are free-floating pulses in the Bass Clarinets, Voice 3, 4, 
and Strings.  This combination of techniques demarks the C section (mm. 373 – 
385B).  The free-floating pulses themselves form a series of seventh chords.  
Example 5.9: 
composite
c#m: VI7 III7 I7 V
11
7 VI7 III3
4
B. Cl.
Vc.
Vln.
Voc. 3, 4
m. 378 m. 379 m. 380 m. 381 m. 382A m. 382B
 
61 
 
The spatial placement of these chords is entirely at the discretion of the Bass Clarinets; 
they start each pulsing chord and serve as a cue for the others to either enter or change 
(as is in the case of the Strings.)  The length of the pulse chord itself is entirely limited 
to the length of the human breath; that is, the Bass Clarinets and Voices 3 and 4 will 
first take a deep breath, then play the repeated pulses, starting niente, building to forte, 
then back down to niente.  The Strings, not having to stop their playing to breathe, do 
not need to stop their playing at all during these passages, and the music is notated as 
so (see pages 109-114 of the score).   The exit contains the only Vibraphone material 
in the entire section, a simple four-bar “door bell” to announced the entrance of 
section VI.  
 
Section VI 
With the conclusion of section V, so ends the first large half of the work.  
Section VI presents a more complex rhythmic texture, combining subdivisions that are 
different for two main groups of instruments.  It is interesting to note that this is also 
where the Maracas enter, playing a straight pattern of constant pulsing eighth-notes.  
Not only do the Maracas sonically demarcate this section as the start of the large 
second half of the work as a whole, but they also serve a practical function in their role 
as metronome.  The Maracas can easily keep the ensemble together during the 
combination of the different subdivisions of the 6/4 meter.  The foreground melodic 
material in section VI is developed from the second resultant pattern of section V.  
Section VI presents a key signature change, going from four sharps back to three.  The 
remaining resultant pattern does not have any D#’s, so the key signature change is 
smooth.  Using this two-bar melody as a building block for the entire section, Reich 
recreates section IIIA, but in an entirely different light.  The overall arch form of 
section VI is almost identical to the overall arch form of section IIIA.  
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Example 6.1: 
Section VI - FORM
VI
Enter A
1
augmentation
2 3 4
B
1
p u l s e
2
arch
3 1 2 3
d i m i n u t i o n
A
4 3 2 1
Exit
 
Furthermore, both rely on the technique of augmentation to expand their respective 
material.  Pianos 3 and 4 have extremely similar material and function much in the 
same way.  In both sections, they have virtually identical material that is expanded in a 
similar approach.  What remains the compositional mastery of this comparison of 
sections IIIA to VI is the fact that the foreground melodic material is not the same in 
both sections.  Much of what happens to support the foreground melody, namely the 
background melody, however, is very similar.  The foreground melody, as has been 
previously noted, is built from section V’s last resultant pattern.  This results in a very 
different melody from section IIIA, yet it still works well over similar material.  The 
foreground melodic material is formed by first adding fifths to a fragment of the 
already present resultant pattern in the Marimba and Pianos.  This fragment is then 
processed through a series of augmentations. 
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Example 6.2: 
Pno. 1, 2
Mar. 1, 2
Cycle:
add fifth above inversion
inversion
Pno. 1, 2
Mar. 1, 2
A4
Cl. 1, 2
Voc. 1, 2
Vln. 8va
mm. 420+
Mar. 1, 2
Pno. 1, 2
A3
Cl. 1, 2
Voc. 1, 2
Vln. 8va
Vc.
mm. 408+
Mar. 1, 2
Pno. 1, 2
A2
Cl. 1, 2
Voc. 1, 2
Vln. 8va
Vc.
mm. 402+
Mar. 1, 2
Pno. 1, 2
A1
Cl. 1, 2
Voc. 1, 2
Vln. 8va
Vc.
mm. 396+
 
The melodic material is expanded in a similar fashion that in section IIIA.  The 
Clarinets, Voices 1, 2, and Strings begin with a one-bar fragment in unison plus a fifth 
higher than the Marimba 1, 2 and Piano 1, 2.  The upper voices than move up a third 
to create seventh chords with the lower voices, plus fill in the gap to create a two-bar 
phrase. The Marimba/Piano line follows in suit by adding a fifth.  The third expansion 
sees the Clarinets, Voices 1, 2, and Strings keep the same pitches but expand the 
phrase to four bars, while the Marimba/Piano expands higher via inversion.  The 
fourth and final expansion pits the Clarinets, Voices, and Violin (not Cello) against the 
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same expansion they had in A3, while the Cello drops lower in pitch to support the 
background Pianos.  The Marimba/Piano line continues to expand higher by another 
inversion.  Once the central B has been reached, much as in IIIA, the Clarinets present 
only pulses; this time they have two groups of three, instead of two groups of two as 
they had in section IIIA.  Following this, the entire augmentation process happens in 
reverse, contracting back to the opening one-bar phrase.  The same type of rhythmic 
process that ensues in section IIIA also occurs in section VI.  The main difference is 
where the strong beat is placed.  In section IIIA, the strong beat clearly is on beat six 
(a west African influence on Reich), whereas when the same material recurs in section 
VI, the strong beat is on one.  A careful analysis, while taking this into consideration, 
reveals the rhythmic similarities.  For example, a close comparison of the Piano 3, 4 
parts in both sections exposes the same rhythmic groupings as well as very similar 
pitch material. 
Example 6.3: 
P4
VI
P3
A1 (m. 396+)
2 + 4
2 + 4
P4
IIIA
P3
A1 (m. 195+)
2 + 4
2 + 4
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P4
VI
P3
A2 (m. 402+)
3 + 3 + 2 + 4
3 + 3 + 2 + 4
P4
IIIA
P3
A2 (m. 199+)
3 + 3 + 2 + 4
3 + 3 + 2 + 4
 
 
P4
3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
VI
P3
A3 (m. 408+)
3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
P4
3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
IIIA
P3
A3 (m. 205+)
3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
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A3:
A2:
A1:
A4:
3
6
3 4
6
2 3
3
3
3
3
3
2
2
2
2
4
4
4
4
P4
6 + 6 + 3 + 3 + 2 + 4
VI
P3
A4 (m. 420+)
6 + 6 + 3 + 3 + 2 + 4
P4
6 + 6 + 3 + 3 + 2 + 4
IIIA
P3
A4 (m. 217+)
6 + 6 + 3 + 3 + 2 + 4
 
As example 6.3 indicates, the Piano 3, 4 material is virtually identical.  When lined up 
with concurring strong beats, as can be seen above, the similar material is readily 
apparent.  The same basic pitch material is organized into exactly the same rhythmic 
groups: 2 4, 3 3 2 4, 3 3 4 2 3 3 2 4, 6 6 3 3 2 4.  This same technique of strong beat to 
strong beat comparison reveals that both sets of Vibraphone cues in sections IIIA and 
VI have the exact same rhythm, though the note choices differ.  Furthermore, they are 
both processed exactly the same way, with the second and sixth cues being virtually 
identical, the third and fifth cues being virtually identical, and the fourth cue in the 
middle with long tones. 
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Example 6.4: 
6 Vib.
253
3 3 2 4 6
5 Vib.
245
3 3 4 2 3 3 2 4 6
4 Vib.
236 long tones
6 6 3 3 2 4 6
3 Vib.
213
3 3 4 2 3 3 2 4 6
2 Vib.
203
augmentation
3 3 2 4 6
1 Vib.
197
shared upper note
IIIA Vibraphone cues # of beats:
2 4 2 4 6
 
 
6 Vib.
458
3 3 2 4 6
5 Vib.
450
3 3 4 2 3 3 2 4 6
4 Vib.
438
long tones
6 6 3 3 2 4 6
3 Vib.
416
3 3 4 2 3 3 2 4 6
2 Vib.
406
augmentation
3 3 2 4 6
1
shared upper note
Vib.
400
VI Vibraphone cues # of beats:
2 4 2 4 6
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One of the most striking features of section VI is the subdivisions.  As 
previously noted, the connections and similarities to section IIIA are vivid and clear.  
They are both rhythmic and harmonic, yet not melodic.  However, this entire section is 
positioned over a backdrop of a different subdivision of the measure than that in 
section IIIA.  Whereas section IIIA divides the 6/4 meter into three large beats of two 
quarters each, with the strongest beat occurring on the sixth quarter-note, section VI 
divides the same meter into four large beats of a dotted quarter each, with the strongest 
beat starting on the first quarter note.  The undeniable sharp rhythmic pattern in the 
Xylophones places this unique rhythmic nuance and changes the perception of the 
entire section. 
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Example 6.5: 
Pno. 1+2
Mar. 1+2
Beats: 1 2 3 4 5 6
Xylo. 2
r.h.
l.h.
Xylo. 1
Beats:
l.h.
1
r.h.
2 3 4
Maracas
VI
l.h.
r.h.
Vc.
Vln.
Pno. 4
Pno. 3
Pno. 2
Pno. 1
IIIA
Beats: 2 3
strong
4 5 6 1
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Not only are the large strong beats shifted in the measure to align to fit into the 6/4 
meter, but the Xylophone groupings cast the entire section of basically previously 
heard rhythmic material into a new light. 
 
Section VII 
Section VII is another classic augmentation arch. 
Example 7.1: 
Section VII - FORM
VII
Enter A
1
augmentation
2 3 4
B
1
p u l s e
2
arch
1 2
d i m i n u t i o n
A
4 3 2 1
Exit
 
The foreground melodic instruments again being Clarinets and Voices 1, 2.  Voices 3, 
4 and Strings provide the background harmonic support.  For the first time in the 
work, the background pulses have slight pitch variations from each other.  Xylophone 
1, 2 and Marimba 1, 2 provide the background pulses which have alternating pitches.  
Xylophone 1 and Marimba 1 have a combined  on the down beats while 
Xylophone 2 and Marimba 2 have a combined  on the upbeats.  This creates 
a shimmering effect with a oscillation back and forth between A and G#.  It is the only 
section in the entire work that has a pulse containing different pitches between the 
pulsing pairs.  The subset of pitch material is also classic in form taking previous 
sections as a model. 
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Example 7.2: 
fo
re
gr
ou
nd
Voc. 3, 4
Stgs. support 7
Cls.,
Voc. 1, 2
melodic instruments
central 6
Mar. 3 6
b
a
c
k
g
ro
u
n
d
Pno. 3
background ostinati
subset of
5
Xylo. 1, 2
alternate
4
Mar. 1, 2
background pulse
subset of
pitches:
3
 
 
Section VII varies our model slightly, giving the full complement of our home key for 
the section, F# minor, to the melodic support instruments (Voices 3, 4 and Strings).  
Our ostinati instruments are processing their material in a unique manner, not seen 
before in the work.  The two ostinato instruments, Marimba 3 and Piano 3, process 
their patterns in unusual and interesting ways.  For example, upon close examination, 
the ostinato in Marimba 3 is not a simple one-measure repeating ostinato as we have 
seen before.  The ostinato keeps our familiar rhythmic pattern, but applies the pitches 
in a self reversing prime/retrograde order.  The pitches in the first bar of the two-bar 
phrase is repeated in retrograde order in the second bar.  The first and last notes 
overlap, thus keeping the pattern active for the duration of the section. 
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Example 7.3: 
Mar. 3 (Pl. 1)
pitch order:1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2 1
 
The effect, combined with the oscillating pitches in the background pulse, creates a 
undulating sound, a feeling of movement going forwards and backwards, one side to 
the other, rolling and unrolling.  The Marimba ostinato here also has a partner.  A 
second player on the same instrument playing the ostinato in harmony, with each 
augmentation rising in pitch while the first Marimba 3 keeps its pitch material static.  
A subtlety picked up from transcribing the ECM recording was that the last note of the 
upper Vibraphone 3 player was different only at the end of each repeated cell.  Instead 
of repeating the cell exactly, Marimba 3 connects the cells by moving the last note 
higher before moving up to the next segment.  For example, the last note C# of 
measure 491. 
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Example 7.4: 
Mar. 3
Pl. 2
A4 skips a chordal pitch to reach C
Mar. 3
Pl. 1
m. 504-522
Mar. 3
Pl. 2
A3
starts on next highest chordal pitch
Mar. 3
Pl. 1
m. 523-534
m. 492-503
Mar. 3
Pl. 2
A2
starts on next highest chordal pitch
Mar. 3
Pl. 1
m. 535-540
m. 485-491
Mar. 3
Pl. 2
A1
Mar. 3
Pl. 1
m. 541-550
m. 504-522
 
The ostinato in Piano 3 that pairs with the Marimba 3 ostinato also introduces a 
unique processing pattern.  The overall style of “drumming on the keyboard” is not 
unique; it appears in previous sections as well.  But the realization of this style of 
playing on the piano is unique in how the pitch content is organized.  Each hand 
contains two different dyads, and they always play dyads only.  Example 7.5 indicates 
the relationships formed.   
74 
 
Example 7.5: 
A
C
B A
D
B A
D
B
C
A B
D
A B
D
Pno. 3 A B C D
 
The right hand organizes its dyads by simple alternating between dyad A and dyad B.  
The left hand organizes its dyads by alternating C, then D, then D again.  The interplay 
between these alternating dyads will form the same Marimba 3 ostinato in the middle 
of the Piano line; the inner notes present the Marimba 3 ostinato while the outer notes 
add only the pitches B and C#.  The augmentation of the central melodic material 
(Clarinets, Voices 1, 2, and Marimba 3, player 2) forms a process very similar to the 
augmentation in sections IIIA and VI.  The difference this time is how the 
prime/retrograde embeds itself into the augmentation as well, as example 7.6 
indicates. 
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Example 7.6: 
Mar. 3
Pl. 2
A4 second highestchordal pitch 1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2 1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2
Voc. 1, 2
Cl. 1, 2
inversion
m. 504 1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2 1 2 3 4 5 6 7 8 9 8 7 breath 2
Mar. 3
Pl. 2
A3 next highestchordal pitch 1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2 1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2
Voc. 1, 2
Cl. 1, 2
inversion
m. 492
1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2 1 2 3 4 5 6 7 8 9 8 7 breath 2
Mar. 3
Pl. 2
A2 1 2 3 4 5 6 7 8 9 8 7 6 5 4 3 2
Voc. 1, 2
Cl. 1, 2
m. 486
fills in first gap
Mar. 3
Pl. 2
A1
Voc. 1, 2
Cl. 1, 2
m. 480 2 3 4 5 4 3 2 1
 
Once again, inversion plays an important role in stepping up the augmentation 
phrase by phrase.  The central supportive instruments (Strings, Voice 3, 4) continue to 
highlight rhythmic nuance within the augmentation.  The pitches themselves only vary 
in the Cello; the Violin and Voices 3, 4 maintain the exact same pitches throughout the 
rhythmic augmentation.  The rhythmic structure of the central supportive instruments 
begins with the same rhythmic nuance of sections IIIA and VI.  This proves to be the 
starting point and indeed, the first two processes continue that same overall rhythm 
(2+4, 3+3+2+4).  But once the third augmentation enters (A3) as well as the fourth, 
the central supportive instruments resort to simple held dotted whole notes.  This type 
of slower rhythmic writing is much more idiomatic for Strings and Voices and works 
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well for this section, whereas the more active A3 and A4 in the Pianos is more 
idiomatic to a percussive instrument, as the Piano is used here. 
Example 7.7: 
Cello
Violin
Voc. 3, 4
A1 m. 481+ 2 + 4 2 + 4
2+4
 
Cello
Violin
Voc. 3, 4
A2 m. 485+ 3 + 3 + 2 + 4
3+3+2+4
 
Cello
Violin
Voc. 3, 4
A3 m. 492+ 6 + 6 + 6 + 6
6+6+6+6
 
A3:
A2:
A1:
A4:
6
6
6
6
3
6
6
3 2
2
6
6
4
4
Cello
Violin
Voc. 3, 4
A4 m. 504+ 6 + 6 + 6 + 6
6+6+6+6
 
Once the augmentation is complete, the center of the arch has been reached.  The B 
pulses are, once again, in the Clarinets only.  Following the pulses, the entire section 
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folds back on itself in reverse order, ending with A1, as it began.  After the final exit, 
Section VIII begins. 
 
Section VIII 
Section VIII is in an overall arch form, and its formation is similar to section 
IIIB.  What seems to be a classic rhythmic construction in the first A section, then 
transforms into an augmentation.  In other words, Reich combines these two 
techniques to form a unique manner of building this particular arch. 
Example 8.1: 
Section VIII - FORM
VIII
Enter A
1-RC
r h y t h m i c
construction
transforms into
augmentation
2 3
B
1
p u l s e
2
arch
1 2
d i m i n u t i o n
A
3
(no rhythmic
deconstruction)
2 1
Exit
 
The section opens with Marimba 1, 2 and Piano 1, 2 playing the background 
pulse, plus Marimba 3 and Piano 4 playing the background ostinati.  Xylophone 1 and 
Piano 3 handle the foreground central melodic material, while the foreground support 
material is played by the Bass Clarinets, Voices 3, 4, and the Strings.  This leaves 
Voices 1, 2 free to handle the middle B foreground pulses.  As in section VII, 
Marimba 3 contains a background ostinato of a different rhythmic nature than we have 
seen so far.  Piano 4 partners with Marimba 3 in this ostinato, creating the backdrop 
from which the opening rhythmic construction is assembled from.  Once again, the 
“drumming on the keyboard” style is employed in the Piano 4 writing.  The left hand 
always doubles in its lower note the same pitch in the left hand of the Marimba 3 
ostinato.  From this pitch, a perfect fourth higher is consistently built.  The right-hand 
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pitches relate to the Marimba 3 ostinato in that they are always two perfect fourths 
higher than the Marimba’s right-hand pitch. 
Example 8.2: 
Pno. 4
2 
4t
hs
 u
p
r.h.
lo
we
r n
ot
e +
 4
th
l.h.
2 
4t
hs
 u
p
r.h.
lo
we
r n
ot
e +
 4
th
l.h. r.h. l.h. r.h. l.h. r.h. l.h. r.h. l.h. r.h. l.h. r.h.
Mar. 3
1
r.h.
2
l.h.
3
r.h.
4
l.h.
1
r.h.
2
l.h.
3
r.h.
4
l.h.
1
r.h.
2
l.h.
3
r.h.
4
l.h.
1
r.h.
2
l.h.
3
r.h.
 
Both instruments play a two-bar phrase continually alternating the right and left hands 
on every other note.  As the phrase is fifteen notes long, the player has a choice to 
perform the last note in the phrase with either hand, depending on what type of 
preparation is needed for the following downbeat (though most performers will choose 
to play the ultimate note in the phrase with the right hand.)  From this ostinato the 
rhythmic construction in Xylophone 1 and Piano 3 is formed.  The final rhythm of the 
one-bar construction mimics the rhythm of the second bar of the ostinato exactly.  The 
process of construction itself is straight forward and, with the exception of the 
displacement in the final 1½ beats, follows the order of the final construction. 
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Example 8.3: 
m. 581
P3
A3
X1
8va
8 7 8
P3
1 2 3 4 5 7 8 6 1 2 3 4
A2 complete
m. 575
8
X1
A2 P3
7
X1
P3
6
X1
P3
5
X1
P3
4
X1
P3
3
X1
P3
2
X1
P3m. 559
A1 rhythmic construction
Xylophone (and Piano) rhythmic construction transforms into augmentation:
1
X1
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Once the construction is complete by m. 575, the augmentation begins immediately by 
adding a half bar right away.  Measure 581 presents the augmentation in its final form: 
a four-bar phrase consisting of the seventh construction, followed by the eighth, 
followed by the seventh again, then finishing with the same half bar it started with.   
Section VIII harmonically is one of the most ambiguous sections in the entire 
work.  As noted previously, Reich will often use a full complement of all seven 
pitches within a particular mode or key.  Each instrument or group of instruments 
contains one layer within the entire block of sound.  Looking at each layer individually 
might reveal a different harmonic center.  Only when combined is the full harmonic 
scheme apparent.  While it is a bit more ambiguous than the other sections, to the ear 
Section VIII seems mostly within F# minor.  If each layer is examined individually, 
three strong key areas are to be found: 
Example 8.4: 
Backgound pulse: 
Marimba 1, 2 & Piano 1, 2: C# minor 
 
Background ostinati: 
Marimba 3:   C# minor 
Piano 4:   F# minor 
 
Foreground central melodic (rhythmic construction): 
Xylophone 1:   E major 
Piano 4:   C# minor 
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Foreground support melodic: 
Clarinets, Strings, Voices 3, 4: E major 
Vibraphone cues:   E major 
 
When combined, the overall harmonic field centers around F# minor, with a strong C# 
minor pull.   
Once the Xylophone and Piano complete their rhythmic construction, the 
augmentation begins.  The upper notes of the augmentation (Voice 3, 4 and Violin) 
stay the same throughout the rhythmic stretching: .  The lower notes of the 
augmentation (Bass Clarinets and Cello) drop lower, by process of inversion, with 
each augmentation: 
Example 8.5: 
A3
m. 581+
Bc. Cl.
Vc.
6
X
+ 6 + 3
Y
+ 3 +
Z
2 + 2 + 2
A2
m. 575+
Bc. Cl.
Vc.
3
Y
+ 3 +
Z
2 + 2 + 2
in
ve
rs
io
n
A1
m. 555+
Bc. Cl.
Vc.
Z
2 + 2 + 2
in
ve
rs
io
n
 
A
rhythm.  As before, the Vibraphone announces each augmentation expansion wit
exact same pitch material, and only varying the rhythm.  The chords within the 
augmentation itself  start in A1 with two beats each, plus a two-beat rest (Z abov
A2 expands this cell by adding one beat to each chord to fill a measure of 6/4, plus th
s the augmentation expands vertically in pitch, it also expands horizontally in 
h the 
e).  
e 
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original Z (Y above).  A3 expands this further by doubling the rhythmic values of the 
two chords to fill two complete 6/4 measures, plus the original Y and Z (X above).  At
the center of the section, Voices 1, 2 alone repeat the foreground pulses.  Once the 
pulses are complete, the entire section once again collapse in on itself to complete th
arch.  A four-bar exit in the Vibraphone completes the section and brings in section 
IX/X. 
 
e 
 
Section IX/X 
 Section IX and X present a new combination of form entirely.  For the 
first tim  in the
e 
e  work, two section chords are combined to create one large section.  
This single section, comprised of both the IX and X chords, balances and completes 
the eleven section equation together with two sections built on the III chord.  The 
exact eleven section division remained much of a mystery prior to publishing of th
complete score, which can verify the distinct distribution of the form. 
Example 9.1: 
Section IX/X-FORM
IX
Enter A
rhythmic
construction
B
rhythmic
construction vs.
I
linear
pulse
C
rhythmic
construction vs.
II
pulse 1
D
pulse
2 3
E
1
X
pulse
2 3
Exit
 
Section X does not exist on its own as a complete section within itself; rather sec
n 
.  
tion 
X is merely the last formal part of section IX.  In this manner, a harmonic shift is 
observed when section X begins, but it remains formally tied to section IX.  Sectio
IX is built in C# minor, then changes to F# minor when the pulses in Section X begin
As there are in fact two sections built from the third section chord (IIIA and IIIB), 
Reich combines IX and X to resolve the work to eleven sections.  The overall form of 
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section IX-X follows the model first given in section II, a form that posits rhythmic 
constructions versus foreground pulses. 
Example 9.2: 
pitch order: 7 2 1 3 4 6 5
7
pitch order: 3
8va
5 4 6 7 2 1
6
8va
5
8va
4
8va
3
8va
2
8va
Rhymic Construction I:
Cls., Voc. 1 & 2, Stgs.
1
Rhymic Construction II:
Xylo. 1, Pno. 3-Pl. 1 8va
 
Example 9.2 compares the first two rhythmic constructions side by side.  They each 
rives 
, 
construct the same basic melody, though realized differently in their respective 
instruments; the final construction (⑦ above) reveals the final melody.  Reich ar
at this melody using two different rhythmic processes.  The first construction begins 
towards the middle of the measure and builds out in front and behind the starting note
mushrooming out from one starting place.  What happens in the fifth process of the 
first construction is something that had yet to be documented in the music of Steve 
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Reich, and very well may never have happened again.  As can be seen in the fifth 
process of the first construction in example 9.2, the fifth added dyad does not occu
its final rhythmic position; instead it occurs in the rhythmic position of the sixth added 
dyad.  When the next process of the construction occurs, the fifth dyad is moved to its 
rightful position and then the sixth can have its place as well.  The question remains 
why this is the only rhythmic construction in the work that has this singular alteration
It could have been merely an oversight, but it was more likely a conscious decision on 
the part of the composer.  It is entirely possible that Reich broke with the process here 
simply because he felt it “sounded better.”  This small act is significant, as it shows a 
willingness to break from form in order to preserve sound.  In the end, the “sound” 
itself it what connects us to the music and, in this example, prevails over function.  
The second construction has a different process.  First, it begins at the end of the 
measure, then builds a three-note pattern with first one note before, then one note 
the starting pitch (①-③ above).  Then Reich picks another starting point, near the 
middle of the bar (④) and builds three chords in the exact same manner: one before
then one after (④-⑥).  Reich then completes the construction with the final, seventh
chord in the melody (⑦).  This is significant as Reich sets up two gaps in the 
construction that are then later filled in by the third rhythmic construction as e
9.3 indicates. 
r in 
.  
after 
 
, 
xample 
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Example 9.3: 
res. mel
8va
P4Pl.2
X2
8va
P3Pl.1
X1
8va
1
 
 
res. mel
8va
P4Pl.2
X2
8va
P3Pl.1
X1
8va
2
 
 
res. mel
8va
P4Pl.2
X2
8va
P3Pl.1
X1
8va
3
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Example 9.3 (Continued): 
 
res. mel
8va
P4Pl.2
X2
8va
fills in gaps
P3Pl.1
X1
8va
4
 
 
res. mel
8va
P4Pl.2
X2
8va
P3Pl.1
X1
8va
5
 
 
res. mel
8va
P4Pl.2
X2
8va
P3Pl.1
X1
8va
6
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Example 9.3 (Continued): 
res. mel
8va
P4Pl.2
X2
8va
7P3Pl.1
X1
8va
 
 
res. mel
pitch order:
8va
4 1 6 7 3 2 5 8
P4Pl.2
X2
8va
all gaps filled in
P3Pl.1
X1
8va
8
 
 
As the ear tends to focus on the higher pitches within a chord, a resultant melody 
floating on top of the third rhythmic construction can clearly be heard, and is indicated 
in example 9.4.  When examined alone, the resultant melody reveals a thought process 
behind the rhythmic construction that is consistent with Reich’s fascination with 
symmetry. 
Example 9.4: 
res. mel
8va 8va
x x
5 notes
y z y
2 notes
x x
5 notes
z y z
 
Section IX-X replays many battles from the work.  The dominating Piano 
pattern from Section V (originally the main pattern in “Violin Phase,” 1967) returns to 
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Pianos 3 and 4.  After a modification and harmonization into fifths, these two Pianos 
create the background ostinato that provides the backdrop for the war between the 
rhythmic construction melodies versus the foreground pulses.  The ostinato itself is 
created from the background ostinato of Section V (which was created from “Violin 
Phase”). 
Example 9.5: 
Pno. 4 Pl. 1 octave higher
Pno. 3 Pl. 2
Section X
harmonized - modified upper notes (no D#)
Pno. 4 Pl. 1 harmonized: octave plus fifth lower
Pno. 3 Pl. 2
Section IX
tranposed up octave, plus modification
Section V: Piano
 
Section IX takes the Section V Piano cell and moves it forward in the bar five eighth-
notes.  The held chord in the cell is modified to add more rhythmic activity to the 
section.  Then, this entire line is harmonized by doubling it an octave plus a fifth 
lower.  As in Section V, D# is present again as Section IX is clearly in C# minor.  
Once the subtle change to Section X occurs, the same Piano ostinato is modified yet 
again to fit F# minor.  Even though the key signature of IX is three sharps, the D# 
present in the Piano helps define C# minor as the home key. 
Once the enter establishes the background pulse and ostinato, the central 
foreground instruments (Clarinets, Voices 1, 2, and Strings) may proceed with the first 
rhythmic construction; all melodic instruments are doubled at the unison, creating an 
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almost electronic sound, cutting through the texture.  Each cell of the construction is 
repeated 4-7 times, gradually building up the first construction melody.  Once 
complete, the Clarinets and Strings fade out, and then change to foreground pulses.  
Voice 2 remains singing the construction melody.  During the premiere recording 
sessions of the work, a second voice line (Voice 1) was added, to fade in and out in 
harmony with Voice 2, that was not present in the first performances.7  Once the 
foreground pulses begin in the Clarinets, Voice 3, 4, and Strings, the battle with the 
rhythmic construction is taken up with Xylophone 1 and Piano 3, Player 1.  Each cell 
in this second rhythmic construction is now repeated only three to five times, 
providing  a quicker execution.  Simultaneously, the rhythmic construction builds up 
its melody and the foreground pulses proceed by carefully placing their chords.  Pages 
197 – 201 of the score contain the rhythmic construction versus pulse battle.  A great 
deal of flexibility is built in to the score in order to allow the musicians the freedom to 
execute their lines within the constructs of the form.  The Clarinets, Voice 3, 4, and 
Strings must pulse four chords freely within the construct of the Xylophone 1 and 
Piano 3 creating their rhythmic construction.  This rhythmic construction itself is also 
free in its repetitions of each cell.  The overall length of the entire construction will 
vary, as will the overall length of the entire pulsing lines.  The construction itself 
contains seven chords and therefore will take seven cells to complete the final melody.  
As noted previously, the cells of this construction are repeated only three to five times, 
instead of the original construction’s four to seven times; undoubtedly this reduced 
number of repeats provides a better “fit” with the four pulsing chords.  A careful 
examination of pages 197-201 of the score will indicate the necessary math needed to 
fully execute this section.  There will never be two performances that are exactly the 
                                                 
7 Mellits, Marc, interview with the composer, Spring, 1997. 
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same length.  The Bass Clarinets are leading the pulsing chords, defining the length of 
the phrase by their own breath.  Each of the four chords are placed in such a way so 
that the rhythmic construction can proceed naturally and unhurried.  The key to perfect 
execution does not lie in the score itself, but in the ears; the musicians must listen to 
each other in a way that they might not be accustomed to in Western art music, fitting 
in their notes within other musician’s lines, who are doing exactly the same.  Once the 
first four chords are complete as well as the construction, the Clarinets cue a second 
cycle of four chords (which are inversions of the first cycle) to occur at the same time 
as another rhythmic construction, this one executed by Xylophone 2 and Piano 4, 
player 2.  The pulse chords do not necessarily have to begin exactly with the next 
construction, though they should both start relatively near one another.  The last 
construction contains eight chords, and therefore needs eight repeated cells to be fully 
realized.  Each cell once again is repeated three to five times, and it is also executed 
over four pulsing chords.  Therefore, it would behoove the musicians to start this last 
construction just a bit before the Clarinet cue (as the score on page 199 indicates).  
Once again, a rhythmic construction tries its best to win over the ensemble away from 
the pulsing instruments to dominate the texture.  But it is the foreground pulsing that 
governs in the end, with most of the instruments joining.  First, both Xylophones 
release their construction melody and join the pulses.  Then it is Piano 3, player 1 to 
conform, and finally, Piano 4, player 2 also joins in the pulsing.  By the harmonic 
change to section X all instruments are pulsing, with the only exceptions being the 
original background ostinato (Piano 3, player 2 and Piano 4, player 1) and the lonely 
Voice 1, 2, who trade off the last remnant of the construction melody.  Everything 
happens at once in section IX-X, and all forces combine.  It is an incredible sound, 
rhythmic constructions occurring at the same time as cycles of pulsing chords, all 
overlaid upon repeating ostinati and background pulsing chords.  A struggle between 
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the constructions and the pulses is formed, with pulses winning in the end.  The final 
echo of the construction in Voice 1, 2 remains as an echo of once that was.  As noted, 
the last instrument to change over to pulses is Piano 4, player 2, and after this last 
player resolves to pulses, the entire ensemble can shift to the X harmonic chord.  The 
music moves from C# minor to F# minor, and the D# disappears.  Only three 
repetitions of this last cycle of chords is executed before the exit Vibraphone cues 
moves the music to section XI.  The absence of the Vibraphone exit cue at the end of 
section IX further proves the theory that there is no real section X that exists by itself, 
rather it is an extension of section IX.   X remains the spoils of war and the reward of 
the pulsing group of instruments. 
The cycle of the foreground pulsing chords throughout IX-X are always lead 
by the Bass Clarinets, of course.  They start each wave of pulses and are the cue for 
the others to begin.  Their own pattern of chords is clear, with a decreasing amount of 
chords per cycle as the music progress: first four chords, then an inversion of the same 
four chords, then three chords, and finally two.   
Example 9.6: 
cycle IV (x3)
cycle III
cycle IV borrows only its second chord
(x3)
cycle II
cycle III is cycle II without the first chord and
dropping the lowest note of the middle chord
(x1)
Bass Clarinet:
cycle I
cycle II is an inversion of cycle I
(x1)
 
Section X ends much like Section IX began: Marimba 1, 2 and Piano 1, 2 pulsing 
while Piano 3, 4 present an interlocking ostinato.  
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 Section XI 
The final internal section of Music for 18 Musicians, Section XI, returns to the 
opening section I key of B minor and is controlled by a straightforward linear form, 
thus uses the technique of augmentation to build itself through. 
Example 11.1: 
Section XI - FORM
XI
Enter A
augmentation
1 2 3
linear
B
1
p u l s e
2 3 4
C
1 2
 
Section XI follows the same basic game plan that the other linear/augmentation 
sections took.  The melodic material is similar, as well as its expansion.  The 
background pulse here is handled by Marimba 1, 2 and Piano 1, 2.  The background 
ostinati are handled by Xylophone 1 and Piano 3.  From sections VIII – IX/X, Music 
for 18 migrates further away from the basic linear form, instead developing and 
combining techniques to create a massive sound world.  For the last mini-piece, we 
return to a simpler sound world with a clear form that does not transform previous 
techniques.  The melodic material is presented in clear-cut form, presenting similar 
material experienced previously.  The Clarinets and Voice 1, 2 contain the central 
melodic material, and the Strings and Voice 3, 4 contain the melodic support material.  
Vibraphone acts once again as the cue instrument, notifying the ensemble of when to 
move forward in the form.  The melodic augmentation is summarized in example 11.2.  
It expands only by rhythmic augmentation and does not rise in pitch as well, 
expanding in very similar behavior to Section IV. 
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Example 11.2: 
3 Cl.Voc. 1, 2
4 measures 2X as long as
4X as long as 1
2
2 Cl.Voc. 1, 2
fills in gap 2 measures
2X as long as 1
1 Cl.Voc. 1, 2
1 measure
Section XI melodic augmentation
 
 
The melodic support instruments (Voice 3, 4, and Strings) also expand only by 
rhythmic values and do not expand in pitch register.  The rhythmic values in the 
expansion are the same types of values used before in the same role.  The final 
rhythmic expansion can be seen to compare quite well to the rhythmic expansion seen 
before in the Pianos (for example in sections IIIA and VI.)  If the last two units of two 
beats (half note plus 2 beats rest) are grouped together, the familiar formula is 
revealed. 
94 
 
Example 11.3: 
Voc. 3, 4
Stgs.
A3:
A2:
A1:
3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
3 + 3 + 2 + 4
2 + 4
A3 3 + 3 + 4 + 2 + 3 + 3 + 2 + 4
Stgs.
Voc. 3, 4A2 3 + 3 + 2 + 4
Voc. 3, 4
Stgs.
Voice 3, 4, Violin, Cello Augmentation
A1 2 + 4
 
This rhythmic division of six beats is another example of Reich’s fascination of 
symmetry.  Each subunit can be thought of as adding up to six beats.  The strong beat 
of each begins on beat six of the measure.  The final version of the fully expanded 
augmentation (3+3+4+2+3+3+2+4) is four groups of six beats each, divided in a 
systematic and symmetrical way: 3+3, 4+2, 3+3, 2+4.  The first group is divided right 
down the middle into two equal units of three beats each; the second group has one 
extra beat in the beginning of the unit; the third group is exactly the same as the first; 
and the final group places the extra beat now on the last unit in the group, thus 
completing the symmetry. 
There are only two Vibraphone cues in the entire section, and they represent a 
very simple manipulation.  Since the form of Section XI does not allow for a 
balancing diminution to the augmentation section, there are no Vibraphone cues 
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following the foreground pulses; instead the music moves directly into the final pulse 
section to end the work.  The first Vibraphone cue moves the music into the first 
augmentation, and the second and final cue moves the music into the third and final 
augmentation.  The second Vibraphone cue is a simple manipulation of the first: the 
first note is increased in length by one quarter-note, the second note is decreased by 
one quarter-note; the last three remain intact. 
Example 11.4: 
Vib.
Vib.
adds 1 beat
subtracts 1 beat
sa
m
e
sa
m
e
sa
m
e
 
The connection from Section XI to the final pulse is made as effortlessly as 
possible.  The C section of XI places half the ensemble with foreground pulses, which 
adds to the four instruments (Marimba 1, 2 and Piano 1, 2) already with background 
pulses.  By the end of XI, only two instruments (Xylophone 1 and Piano 3) remain 
with something other than pulses, and they will eventually fade out their ostinati and 
allow the rest of the ensemble to continue to the final pulse section alone. 
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TOTAL COMPARISON 
One of the most fascinating aspects of Music for 18 Musicians, and the driving 
kernel for the entire work, is the fact that approximately one hour’s worth of music is 
created from a rather limited amount of musical material.  Each section is constructed 
as a “mini-piece” within the entire hierarchy, and all based on similar material.  The 
types of form/technique used throughout the work in each section can be reduced to 
either arch, relying heavily on the technique of augmentation; linear, relying heavily 
on the technique of rhythmic construction; or two types of hybrids: hybrid I, which is 
arch in form but contains a rhythmic construction that morphs into an augmentation, 
and hybrid II, which is linear in form, but relies on augmentation.  Hybrid II could also 
be thought of as a classic arch/augmentation that does not return to the original A, 
instead continuing with the B pulses. 
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Example 12.1: 
IX/X:
IIIA:
IIIB:
VIII:
VII:
IV:
VI:
XI:
V:
II:
I:
IIIA
VII
VI
I
VIII
IIIB
XI
IV
IX/X
V
II
Augmentation
Arch/
Arch/RC   Aug
Hybrid I
Linear/Aug
Hybrid II
Rhythmic Construction
Linear/
 
Purely for theoretical purposes, an even more advanced hierarchy can be seen 
cradling the work into seven large-scale sections, plus the opening and closing pulse 
sections: 
Example 12.2: 
pulse
B Minor
A
I
B Dorian
II
F# Minor
IIIA
B
F# Minor
IIIB
similar
C# Phrygian
IV
C
Piano RC
C# Minor
D
V
F# Minor
VI
E
maracas
F# Minor
VII
F# Minor
VIII
C# Minor/
F# Minor
IX/X
F
F# Minor
XI
G
pulse
 
Section V, the exact central section, serves as the midpoint and in many ways the 
highlight of the entire work.  It is here that the massive Piano rhythmic construction 
explodes, setting this section on a different plane from what happens both previously 
and after as well.  Large-scale sections A-C as well as E-G both have five internal 
sections each, a further display of symmetry.  Harmonically, each large-scale section 
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is loosely grouped together.  Large-scale A centers around two minor modes of B: B 
minor and B dorian.  Large-scale B centers around F# minor, and large-scale C is in 
C# phrygian.  The central section, large-scale D, is in C# minor.  Sections VI, VII, and 
VIII all have Maracas, are in F# minor, and form large-scale E.  Once the Maracas 
fade out, large-scale F starts in C# minor and then modulates to F# minor with the 
pulses of X.  The final large-scale G comes back to F# minor. 
The formula for the individual sections remains much the same throughout the 
work and can be easily reduced to the two main types listed above: arch/augmentation 
and linear/rhythmic construction, plus their two hybrids: arch/rhythmic construction-
augmentation and linear/augmentation.  Each maintains a crystal clear form and 
process of technique.  The four arch/augmentation sections (I, IIIA, VI, and VII) each 
follow an almost identical path.  The structure of each is in the same type of arch: 
ABA.  The first A segment in each follows a clear expansion of augmentation 
comprising four separate parts, all processing in a similar way.  Each B segment 
contains two repeats of a small progression of dyads.  Each C segment contains a 
reversal of the opening A segment, with similar processing of a diminution of the A 
material, also organized into four separate parts.  
Example 12.3: 
Arch/Augmentation Form
Enter A
1
augmentation
2 3 4
B
1
(2 sets of diads)
p u l s e
arch
2
d i m i n u t i o n
A
4 3 2 1
Exit
 
Three out of the four arch/augmentation sections have the same exact rhythmic 
augmentation, and all four expand in length as well as in pitch; as the process of 
augmentation expands, the pitch content also rises in the melodic instruments and falls 
in the support instruments.  This creates a giant “crescendo” into the central B 
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segment.  Even though there are no overall dynamic markings throughout these 
segments other than hairpins associated with fading in or out, a general crescendo is 
built into the system.  More notes are added and rhythmic activity increases as the 
segment moves forward.  The exact reverse occurs in the mirror A segment. 
Example 12.4: 
VII
1
Z
2
Zx2
3
Zx4
4
Zx4
4 3 2 1
VI
1
Z
2
Zx2
3
Zx4
4
Zx4
4 3 2 1
IIIA
1
Z
2
Zx2
3
Zx4
4
Zx4
4 3 2 1
I
A
1
Z
2
Zx2
ARCH/AUGMENTATION
3
Zx4 Zx4
4
B A
4 3 2 1
 
Example 12.4 clearly compares the four arch/augmentation sections in the work.  
From this example, the similarities are unmistakable.  Each section is in the same 
ABA form and each employ the use of augmentation as the single main processing 
technique.  The rhythm of sections I, IIIA, and VII are exactly the same, with only 
section VI having a varied rhythmic content from the others.  Section VI also has the 
two groups of the dyads in the B segment while the other three sections each have two 
groups of two dyads; however, all four sections have their sequence repeated twice.  
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All four sections also have the same type of augmentation occurring.  Cells 1-3 each 
expand by doubling its previous length: first one measure, then two, then four.  The 
last cell keeps the rhythm of the previous cell intact.  The pitch areas covered in each 
cell by the melodic instruments rises progressively with each expansion; the fourth 
cell reaching the highest point in the augmentation.  Once this point is reached, the B 
segment begins with the two pulsing groups of dyads.  Then the entire process 
happens in reverse, ending finally with the opening first segment.  The overall 
symmetrical arch is the hallmark of these sections and provides the basic frame work 
that the melodic and harmonic material is placed upon.  As examined earlier, the 
rhythm , which has remained a staple throughout Reich’s career, 
forms the basis of many of the germinating cells of Music for 18 Musicians.  Example 
12.4 indicates the usage of this rhythm in three out of the four augmentations.  But its 
use is certainly not limited to the arch sections, as the rhythm also appears in the other 
sections as well.  The linear/rhythmic construction sections certainly employ the usage 
of this rhythm (for example, the opening rhythmic construction in section II).  These 
sections, too, have a consistent formal plan, though not as literal as the 
arch/augmentation sections.   
Example 12.5: 
Linear/Rhythmic Construction Form
(Enter) A
rhythmic
construction
B
rhythmic
construction (vs.
linear
pulse)
C
rhythmic
construction
pulse
vs.
or resultantpatterns
(D/E)
pulse
(Exit)
 
The three linear/rhythmic construction sections are II, V, and IX/X.  All three 
follow a similar plan, with only section V deviating just a bit from the other two.  Each 
employs a sense of struggle: sections II and IX/X pit the rhythmic construction versus 
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the pulse, while section V pits the resultant melodies (derived from the rhythmic 
constructions) versus the pulse.  
Example 12.6: 
PULSE
RM
V
RC2
1
RC1
A
1
B C
RC3
1
PULSE
IX-X RC2
1
PULSE
RC1
A
1
PULSE
B C D
RC3
1
PULSE
II RC2
1
PULSE
RC1
A
1
LINEAR/RHYTHMIC CONSTRUCTION
PULSE
B C D
 
In all three cases, it is the pulse than wins in the end.  The combination of techniques 
within a clear formal direction provides the players with a map on which to navigate 
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their own process.  All musicians are forced to listen closely to each other in order to 
maintain the course of the form. 
Four sections fall into hybrid combinations of the two main structures.  Hybrid 
I has the overall form of an arch, but contains a rhythmic construction whose process 
morphs into an augmentation.  Therefore, augmentation is still present as in all 
arch/augmentation sections, the difference here being that its initial formation is 
created by a rhythmic construction. 
Example 12.7: 
VIII
1
1
Z
2
Zx2
n o  p i t c h  l e v e l  c h a n g e
3
Zx4
3 2 1
IIIB
HYBRID I: ARCH/RHYTHMIC CONSTRUCTION-AUGMENTATION
A
1
Z
.
1
2
Zx2
n o  p i t c h  l e v e l  c h a n g e
3
Zx4
B A
3 2 1
 
Sections IIIB and VIII both fall into the hybrid I category, and the form and process 
for both remains the same, as example 12.7 indicates.  These sections begin with a 
rhythmic construction, setting out on the same path as the linear/rhythmic construction 
sections.  However, once the initial rhythmic construction is complete, the path 
changes, and our completed construction then processes as an augmentation, instead of 
combining further constructions in canon with foreground pulses, as might be 
expected.  Two modifications are made to the augmentations: there are no pitch level 
changes and the augmentation has only three segments instead of four.  A comparison 
of examples 12.4 and 12.7 shows these two distinct differences.  Given that the initial 
rhythmic construction occupies many more measures than the first segment of an 
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augmentation, reducing the augmentation process down to three segments instead of 
four makes practical sense, and keeps these sections from being too long in 
comparison with the others.  Additionally, setting them off by not raising the pitch 
structure of the melodic instruments further gives these hybrid sections their own 
identity different from their parent sections.  Much like the archetypical pattern, the B 
contains foreground pulses very similar to those heard in the arch/augmentation 
sections; two sets of two chords are repeated.  The reverse A operates also in a similar 
manner, with the process of augmentation happening in reverse (diminution), each 
segment growing smaller until we arrive at the original one-measure melody.  There is 
no rhythmic deconstruction in these sections, or in the entire piece as a whole.  
Instead, once the first segment is reached again, the music moves into the exit and the 
next section proceeds. 
Two sections, IV and XI, fall into the second hybrid category of 
linear/augmentation.  On the surface, these sections seem to be merely a truncated 
arch/augmentation, and in some ways this is true.  An arch form is set up, but instead 
of the B containing two sets of foreground pulses and then the section returning to the 
initial A, large scale pulses take over B and last much longer than might be expected.  
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Example 12.8: 
XI
Z
1 n o  p i t c h  l e v e l  c h a n g e
2
Zx2
3
Zx4
Large Scale Pulses
.
IV
A
Z
1
HYBRID II: LINEAR/AUGMENTATION
n o  p i t c h  l e v e l  c h a n g e
2
Zx2
3
Zx4
B
Large Scale Pulses
(no A)
 
These sections begin by masquerading as a classic arch/augmentation.  However—as 
in hybrid I—the augmentation process does not change the pitch level of the melodic 
instruments.  Also in keeping with hybrid I, the augmentation itself only increases 
with three segments total, not four as in the classic arch/augmentation model.  The 
pitch structure of the central melodic instruments in Hybrid II mirrors the pitch 
structure of the foreground pulses in hybrid I.  A comparison of example 12.7 and 12.8 
will clearly indicate this parallel.  The first hybrid I B (section IIIB) contains two 
perfect fourths, while the first hybrid II A is also built on perfect fourths.  The second 
hybrid I B (section VIII) contains two sixths, while the second hybrid II A is built on 
sixths as well.  There are clear formal reasons behind hybrid II.  Instead of returning to 
A, the B lets the foreground pulses take over, and completely dominate the ensemble.  
In both cases of hybrid II, there is dovetailing or an elision into the next section.  
There are no exits coming out of hybrid II; the music instead overlaps into the next 
section, providing a meshed and subtle section change. 
In the entire work, there are a total of ten rhythmic constructions.  It is 
interesting to note that of these ten, fully half of them begin on the third beat. 
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Example 12.9: 
IX/X
8va 4 1 6 7 3 2 5 8
starts on beat 2
IX/X
3
8va
5 4 6 7 2 1
starts on beat 6 same or similar rhythm
IX/X
7 2 1 3 4 6 5
starts on beat 3
VIII
1 2 3 4 5 7 8 6
starts on beat 1
V
8 9 10 4 1 2 3 5 6 7
starts on beat 4
same rhythm
V
10 4 3 2 1 5 6 7 8 9
starts on beat 4
IIIB
9 7 2 3 1 4 5 6 8
starts on beat 3
II
8 2 1 4 5 3 6 7
starts on beat 3
II
2 6 7 1 5 8 4 3
starts on beat 3 same rhythm
II
8 3 2 1 6 4 5 7
starts on beat 3
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The sense of symmetry is apparent when all ten rhythmic constructions are compared 
together (example 12.9).  The second and second-to-last sections each have three 
rhythmic constructions.  The fourth and third-to-last sections each have one rhythmic 
construction.  And the central section, the exact formal middle of the work, has two 
rhythmic constructions.  When examined together with the sections that contain 
augmentations, an interesting skewed symmetry becomes apparent. 
Example 12.10: 
Augmentation Segments: 4 4 3 3 4 4 3 3
Rhythmic Constructions: 3 1 2 1 3
Sections: I II IIIA IIIB IV V VI VII VIII IX/X XI
 
As example 12.10 exposes, the entire work reveals an overall symmetry when viewed 
purely in terms of the technique of augmentation.  When overlaid with the pattern of 
rhythmic constructions, a certain sense of balance can be seen.  The central section V 
contains two rhythmic constructions, but no augmentations.  As noted previously, this 
is the innermost, fundamental block at the center of the entire work.  One either side of 
section V, both previous and after, there are the exact same number of sections 
representing the same formal techniques.  The first half of the work contains one 
linear/rhythmic construction (II), one hybrid I: arch/rhythmic construction-
augmentation (IIIB), one hybrid II: linear/augmentation (IV), and two 
arch/augmentation (I and IIIA) sections; the second half of the work contains the same 
one linear/rhythmic construction (IX/X), one hybrid I: arch/rhythmic construction-
augmentation (VIII), one hybrid II: linear/augmentation (XI), and two 
arch/augmentation (VI and VII) sections.  Furthermore, both linear/rhythmic 
construction sections (II and IX/X) contain exactly three rhythmic constructions; both 
hybrid I sections contain one rhythmic construction that transforms into three 
augmentation segments; both hybrid II sections contain three augmentation segments 
107 
 
only; and finally, all four arch/augmentation sections each have four segment 
augmentations. 
 First half (I-IV): 
 2 4-segment arch/augmentation 
 1 linear/rhythmic construction 
 1 hybrid I 
 1 hybrid II 
 
 Central section V (Linear/Rhythmic Construction) 
 
 Second half (VI-XI): 
 2 4-segment arch/augmentation 
 1 linear/rhythmic construction 
 1 hybrid I 
 1 hybrid II 
Examples 12.1 – 12.8 hold the formal keys to the entire work.  These eight 
simple reductions contain all of the overall structural elements of the piece, without 
getting into the detail of the performance materials themselves.  These examples 
exemplify one of the splendid aspects of this work as a whole: an hour-long 
masterpiece with its roots in absolutely clear technique, within a comprehensible and 
rigid form.  Each section presents musical processing techniques within one of four 
formal constraints, never repeating the same music twice.  Both the processes 
themselves and the forms used are audible and understandable.  Music for 18 
Musicians represents a return of music to the people, the average concert-goer, who 
can understand and “hear” the musical processes unfolding.  At a time when Western 
art music seemed splintered into styles foreign and difficult to comprehend, at a time 
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when Western popular music was gaining audience shares, Steve Reich bridged the 
gap and returned concert music to its rightful owner, the audience.  In many ways, this 
music could be seen as a direct reaction to the serialism and rhythmically complex 
atonal music popularized by such as composers Elliott Carter, Luciano Berio, Brian 
Ferneyhough, and Karlheinz Stockhausen.  Music for 18 Musicians is quite possibly 
the hallmark work of Reich, and fully represents this return.  The premiere recording 
on ECM sold more than 100,000 copies in its first two years and was named one of the 
best pop albums of 1978, even though it is clearly not pop music.  This further 
represents the bridge that Reich built, and Music for 18 is the keystone of that bridge.  
Many composers have since used this bridge to cross over many musical waters.  
Reich’s influence has been felt far and wide.  Even the great master and Reich’s 
senior, Gyӧrgy Ligeti, has noted this influence.  The second movement of Ligeti’s 
Three Pieces for Two Pianos (1976) bears the subtitle “Selbstportrait mit Reich und 
Riley (und Chopin ist auch dabei)” [“Self-portrait with Reich and Riley (and Chopin 
in the background)”].  Terry Riley, one of the original four masters of minimalism 
along with Reich, Philip Glass, and Le Monte Young, also has a deep connection with 
Reich’s music.  One of Riley’s early masterpieces and most successful works, In C 
(1964) has a special link with Reich.  These two composers knew each other in the 
early chapters of their careers.  In fact, Steve Reich played in the premiere 
performance of In C.  One of the most striking aspects of In C and partly why the 
work has its name has to do with the constant repeated eighth-notes on the two high 
C’s of the piano.  This steady pulse remains constant throughout the entire work and is 
type of musical metronome for the musicians.  Placing these high C’s in the work was 
not the idea of Terry Riley.  It was Steve Reich’s suggestion to add this to the work 
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during the rehearsal period.  His idea was that it would serve a practical purpose of 
helping the musicians stay together while they rehearsed.8  It was such a striking idea 
that Riley decided to leave it in the work and it remains to this day.  Reich’s imprint 
on In C served to be a powerful and long lasting influence.  The idea itself of having 
the high C metronomic pulse throughout the work fits well into Reich’s work and is 
clearly more of an idea that would stem from Reich than Riley.  Reich used the 
concept of the pulse throughout his career and has been noted earlier in Music for 18 
Musicians.  The concept of practicality has also been noted previously and is typical of 
the music of Steve Reich. 
Many younger composers have also followed the path that Reich forged and 
have capitalized on the newly gained audience.  Michael Gordon, David Lang, and 
Julia Wolfe, all born in the mid 1950’s, started an organization called “Bang On a 
Can” that continues to find and encourage young composers who have found 
themselves caught on the musical bridge that Reich helped erect.  Their own music, 
along with sounds created by composers such as Evan Ziporyn, John Adams, Michael 
Nyman, Randall Wolf, Nick Didkovsky, Steve Martland, Patrick Grant, and Dominic 
Frasca all share a common path of repetitive music informed by popular music.  Steve 
Reich and Philip Glass were two of the original composers who popularized this 
infrastructure and embraced popular music influences channeled into a repetitive 
language, building the “musical room” in which many composers live today.  It also 
literally helped to fill concert halls with a newly appreciative audience for 
contemporary classical music.  Music for 18 Musicians was one of the original keys to 
this “musical room’s” door.  Its influence has been felt globally and profoundly, 
affecting composers, musicians, and audiences around the world.  With score and parts 
                                                 
8 Mellits, Marc, interview with the composer, July, 1997. 
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finally available, this music is returning to the stage and beginning to affect a whole 
new generation of music makers.  This composition has shaped an important corner of 
the musical universe that we call home and holds considerable promise for future 
generations, who will undoubtedly continue to benefit from Music for 18 Musicians. 
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***
**
*
then Mar. 1, 2 and Pno. 1, 2 play ossia.
Every effort should be made to play offbeat chords (Mar. 1, 2, Pno. 1, 2) as written.  However, if this proves impossible,
crescendo/decrescendo through repeats
in one breath; breathe when comfortable; fade in/out through repeats
HPS1239
113
Printed in U.S.A.
Violoncello
**
Violin
**
Women’s Voices 4
3
*
doo
4.
3.
doo doo doo
Women’s Voices 2
1
*
doo2.
1.
doo doo doo
Piano 4
**
r.h.
l.h.
Piano 2
***
l.h.
r.h.
Piano 2 ossia (simile throughout)
Piano 1
l.h.
r.h. ***
Piano 1 ossia (simile throughout)
Marimba 2
***
Marimba 2 ossia (simile throughout)
Marimba 1
***
Marimba 1 ossia (simile throughout)
Vibraphone
Bass Clarinets
Score in C
2
1
Pulse
I
 = ca. 204-210
1
(10-28x)
2
(16-48x)
MUSIC FOR 18 MUSICIANS
3
(6-14x)
Bass Clarinet
Bass Clarinet
4
(10-14x)
5
(6-12x)
*
2.
1.
6
one breath
(6-12x)
7
(6-12x)
8
(6-12x)
9
(6-12x)
simile (one breath)
Steve Reich
(1976)
10
(6-12x)
Vc.
* Bass Clarinet 1 lifts instrument to cue each new chord.  Pianos, marimbas, voices, and strings  follow a few beats later.  Exact entrances ad lib.
114
Vln.
Voices 4
3
doo doo doo doo doo doo
Voices 2
1
doo doo doo doo doo doo
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
2
2
1
11
(6-12x)
12
(6-12x)
II
13
*
cue
(6-12x)
14
(6-12x)
15
(6-12x)
16
(6-12x)
17
(6-12x)
18
(6-12x)
19
(6-12x)
20
(6-12x)
Vc.
115
Vln.
Voices 4
3
doo doo doo doo doo doo (simile)
Voices 2
1
doo doo doo doo
(
doo
)(
doo
)
(simile)
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl. 2
1
21
III
cue
(6-12x)
22
(6-12x)
23
(6-12x)
24
(6-12x)
25
(6-12x)
26
(6-12x)
27
(6-12x) (6-12x)
28 29
IV
(6-12x)
cue 30
(6-12x)
31
(6-12x)
32
(6-12x)
3
Vc.
116
Vln.
Voices 4
3
Voices 2
1
( )( )
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
4
2
1
33
(6-12x)
34
(6-12x)
35
(6-12x)
36
(6-12x)
37
V
(6-12x)
cue
38
(6-12x) (6-12x)
39 40
(6-12x)
41
(6-12x)
42
(6-12x)
43
(6-12x)
44
(6-12x)
Vc.
117
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl. 2
1
45
VI
cue
(6-12x)
46
(6-12x)
47
(6-12x)
48
(6-12x)
49
(6-12x)
50
(6-12x)
51
(6-12x) (6-12x)
52
VII
53
(6-12x)
cue
54
(6-12x)
55
(6-12x) (6-12x)
56
5
Vc.
118
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
6
2
1
57
(6-12x)
58
(6-12x)
59
(6-12x)
60
(6-12x)
VIII
61 cue
(6-12x)
62
(6-12x)
63
(6-12x)
64
(6-12x)
65
(6-12x)
66
(6-12x)
67
(6-12x)
68
(6-12x)
Vc.
119
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl. 2
1
69
IX
cue
(6-12x)
70
(6-12x)
71
(6-12x)
72
(6-12x)
73
(6-12x)
74
(6-12x)
75
(6-12x)
76
(6-12x)
77
X
(6-12x)
cue
78
(6-12x)
79
(6-12x)
80
(6-12x)
7
Vc.
120
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
8
2
1
81
(6-12x)
82
(6-12x)
83
(6-12x)
84
(6-12x)
85
XI
(6-12x)
cue 86
(6-12x)
87
(6-12x)
88
(6-12x)
89
(6-12x)
90
(6-12x)
91
(6-12x)
to B  Clarinet
92
(6-12x)
121
Vc.
* crescendo gradually to       within 2-3 repeats
non vibrato sempre
Vln.
non vibrato sempre
Voices 3
ee
Voices 2
1
Pno. 4
Pno. 3
*
tenuto sempre
Pno. 2
tenuto sempre
Pno. 1
tenuto sempre
Mar. 3
*
Mar. 2
Mar. 1
Vib.
Cl. 2
1
93
(3-5x)
94
(3-5x)
95
(3-5x)
96
(26-46x)
Sections
97
I (4-8x)
98
B  Clarinet à2
cue
9
Vc.
repeat until cue
122
cue begins last repeat
Vln.
repeat until cue cue begins
last repeat
Voices 3
repeat until cue
ee
cue begins
ee ee
last repeat
ee
Voices 2
1
doo
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Cl.
10
2
1
99
(7-11x)
repeat until cue
100
cue begins
101 102
last repeat
div.
Vc.
123
repeat until cue
Vln.
repeat until cue
Voices 3
repeat until cue
ee (sim.)
Voices 2
1
doo doo doo doo doo doo doo doo doo doo doo
repeat until cue
doo doo doo doo doo doo doo doo doo
(sim.)
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Cl. 2
1
103
(2-4x)
104
repeat until cue
105
11
Vc.
cue begins
124
last repeat
Vln.
cue begins last repeat
Voices 3
cue begins last repeat
Voices 2
1
cue begins last repeat
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Cl.
12
2
1
106
cue begins
107 108
last repeat
Vc.
125
repeat until cue
Vln.
repeat until cue
Voices 3
repeat until cue
Voices 2
1
repeat until cue
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Cl. 2
1
109 110
(2-4x)
111 112
repeat until cue
13
Vc.
126
cue begins
Vln.
cue begins
Voices 3
cue begins
Voices 2
1
cue begins
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Cl.
14
2
1
113 114 115 116
cue begins
Vc.
127
last repeat
Vln.
last repeat
Voices 3
last repeat
Voices 2
1
(doo doo doo doo doo doo doo doo doo doo doo)
last repeat
ah
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Cl. 2
1
117 118 119 120
last repeat
15
Vc.
* fade out gradually through repeats
128
Vln.
Voices 3
Voices 2
1
ah ah ah ah ah ah ah ah ah ah ah ah (sim.)
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Cl.
16
2
1
121
*
122
(1-2x)
123 124
Vc.
129
Vln.
Voices 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Cl. 2
1
125 126 127 128
17
130
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib
Vln.
Voices 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Cl.
18
2
1
*
129A
(5-10x)
one breath
(5-10x) (5-10x) simile (one breath)
129B
(5-10x) (5-10x) (5-10x)
Vc.
* with voices 1 and 2; fade in gradually
131
Vln.
Voices 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Cl. 2
1
130A
(5-10x) (5-10x) (5-10x)
130B
(5-10x) (5-10x) (5-10x)
*
19
Vc.
132
Vln.
Voices 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Cl.
20
2
1
131 132
(1-2x)
133 134
Vc.
133
cue begins
Vln.
cue begins
Voices 3
cue begins
Voices 2
1
cue begins
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Cl. 2
1
135 136 137 138
cue begins
21
Vc.
134
last repeat
Vln.
last repeat
Voices 3
last repeat
Voices 2
1
(ah ah ah ah ah ah ah ah ah ah ah)
last repeat
doo
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Cl.
22
2
1
139 140 141 142
last repeat
Vc.
135
repeat until cue
Vln.
repeat until cue
Voices 3
repeat until cue
Voices 2
1
doo doo doo doo doo doo doo doo doo doo doo
repeat until cue
doo (sim.)
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Cl. 2
1
143 144
(2-4x)
145 146
repeat until cue
23
Vc.
136
cue begins
Vln.
cue begins
Voices 3
cue begins
Voices 2
1
cue begins
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Cl.
24
2
1
147 148 149 150
cue begins
Vc.
137
last repeat
Vln.
last repeat
Voices 3
last repeat
Voices 2
1
last repeat
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Cl. 2
1
151 152 153 154
last repeat
25
Vc.
138
repeat until cue
Vln.
repeat until cue
Voices 3
repeat until cue
Voices 2
1
repeat until cue
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Cl.
26
2
1
155
(2-4x)
156
repeat until cue
157
Vc.
* fade out gradually through repeats
cue begins
139
last repeat
*
Vln.
cue begins last repeat
*
Voices 3
cue begins last repeat *
Voices 2
1
cue begins last repeat
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Cl. 2
1
158
cue begins
159 160
last repeat
*
161
(4-8x)
27
Vc.
140
Vln.
Voices 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Cl.
28
2
1
162 163
(2-4x)
164 165
141
Vc.
* From bars 168-175, clarinets initiate changes to next bar.  When they move to next bar, voices, violin and cello follow immediately afterwards.
tenuto sempre
Vln.
tenuto sempre
Voices 4
3
Voices 2
1
doo doo doo
tenuto sempre
Pno. 4
(tenuto sempre)
Pno. 2
(tenuto sempre)
Pno. 1
(tenuto sempre)
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Cl. 2
1
II
166 167
(2-4x)
*
168
(3-5x)
169
(3-5x)
tenuto sempre
29
Vc.
142
Vln.
Voices 4
3
Voices 2
1
doo doo doo doo doo doo doo doo doo doo doo doo
Pno. 4
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Cl.
30
2
1
170
(3-5x)
171
(3-5x)
172
(3-5x)
Vc.
* fade out gradually through repeats
143
*
Vln.
*
Voices 4
3
Voices 2
1
doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo
Pno. 4
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Cl. 2
1
173
(3-5x)
174
(3-5x)
*
175
(3-5x)
31
***
**
*
fade in just after clarinets entrance; cresc. and dim. follows just after clarinets
fade in/out; freely alternate one-bar pattern until 188B
in one breath; breathe when comfortable; fade in/out through repeats ad lib
144
Vc.
***
(7-12x) (7-12x) (7-12x)
Vln.
***
(7-12x) (7-12x) (7-12x)
Voices 4
3
**
doo doo doo
(one bar of overlap)
doo doo doo doo doo doo doo doo doo doo doo doo doo
(6-14x)
Voices 2
1
**
doo doo doo
(one bar of overlap)
doo doo doo doo doo
Player 1
Pno. 4
Pno. 3
r.h.
15ma
(3-5x) (3-5x) (3-5x)
l.h.
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 1
rubber mallets
medium hard (3-5x) (3-5x) (3-5x)
Cl.
32
2
1
176
to Bass Clarinet
(3-5x)
*
177
Bass Clarinet (5-10x)
one breath
(5-10x) (5-10x)
Vc.
simile
(7-12x) (7-12x)
145
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
simile
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
simile
doo doo doo
(one bar of overlap)
doo doo doo doo doo (sim.)
Voices 2
1
simile
doo doo doo
(one bar of overlap)
doo doo doo doo doo doo doo doo doo doo doo doo doo
(6-14x)
(sim.)
Player 1
Pno. 4
Pno. 3
15ma (3-5x) (3-5x) (3-5x)
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 1
(3-5x) (3-5x) (3-5x)
Cl. 2
1
simile (one breath)
178
(5-10x) (5-10x) (5-10x)
179
(5-10x) (5-10x) (5-10x)
33
Vc.
* entrance follows clarinet cue; xylophone 2 and piano 4/player 2 enter together
(7-12x) (7-12x)
146
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(6-14x)
Voices 2
1
Player 2
Pno. 4
*
(3-5x)
l.h.
15ma
r.h.
(3-5x)
Player 1
Pno. 4
Pno. 3
15ma (3-5x) (3-5x) (3-5x)
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
*
(3-5x) (3-5x)
Xylo. 1
(3-5x) (3-5x) (3-5x)
Cl.
34
2
1
180
(5-10x) (5-10x) (5-10x)
cue
181
(5-10x) (5-10x) (5-10x)
Vc.
(7-12x) (7-12x)
147
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
Voices 2
1
(6-14x)
Player 2
Pno. 4
15ma (3-5x) (3-5x) (3-5x) (3-5x)
Player 1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
(3-5x) (3-5x) (3-5x) (3-5x)
Xylo. 1
Cl. 2
1
182
(5-10x) (5-10x) (5-10x)
183
(5-10x) (5-10x) (5-10x)
35
Vc.
(7-12x) (7-12x)
148
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(6-14x)
Voices 2
1
Player 2
Pno. 4
15ma (3-5x) (3-5x)
(3-5x)
Player 1
Pno. 4
Pno. 3
15ma
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
(3-5x) (3-5x) (3-5x)
Xylo. 1
Cl.
36
2
1
184
(5-10x) (5-10x) (5-10x)
185A
(5-10x) (5-10x) (5-10x)
Vc.
* xylophone 1/2 begin pulsing following clarinet cue
(7-12x) (7-12x)
149
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
Voices 2
1
(6-14x)
Player 2
Pno. 4
Player 1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
*
(7-12x) (7-12x) (7-12x)
Xylo. 1
*
(7-12x) (7-12x) (7-12x)
Cl. 2
1
185B
(5-10x) (5-10x) (5-10x) cue
186A
(5-10x) (5-10x) (5-10x)
37
Vc.
* piano 3 begins pulsing following clarinet cue
(7-12x) (7-12x)
150
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(6-14x)
Voices 2
1
Player 2
Pno. 4
15ma
Player 1
Pno. 4
Pno. 3
15ma
*
(7-12x) (7-12x) (7-12x)
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Cl.
38
2
1
186B
(5-10x) (5-10x) (5-10x) cue
187A
(5-10x) (5-10x) (5-10x)
Vc.
* piano 4/player 2 begins pulsing following clarinet cue
(7-12x) (7-12x)
151
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
Voices 2
1
(6-14x)
Player 2
Pno. 4
15ma
*
(7-12x) (7-12x) (7-12x)
Player 1
Pno. 4
Pno. 3
15ma (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Cl. 2
1
187B
(5-10x) (5-10x) (5-10x) cue
188A
(5-10x) (5-10x) (5-10x)
39
Vc.
(7-12x) (7-12x)
152
(7-12x)
Vln.
(7-12x) (7-12x) (7-12x)
Voices 4
3
(fade out last time only)
Voices 2
1
(6-14x)
Player 2
Pno. 4
15ma (7-12x) (7-12x) (7-12x)
Player 1
Pno. 4
Pno. 3
15ma (7-12x) (7-12x) (7-12x)
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
189
(6-12x)
190
Ped.
cue
191
Xylo. 2
(7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x)
Cl.
40
2
1
188B
(5-10x) (5-10x) (5-10x)
Vc.
153
Vln.
Pno. 4
Pno. 3
Pno. 2
r.h.
(tenuto sempre)
l.h.
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Cl. 2
1
IIIA
192 193
(2-4x)
194
B  Clarinet
cue 195
41
Vc.
154
repeat until cue cue begins last repeat
Vln.
repeat until cue cue begins last repeat
Pno. 4
repeat until cue cue begins last repeat
Pno. 3
repeat until cue cue begins last repeat
Pno. 2
Pno. 1
repeat until cue cue begins last repeat
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 2
Xylo. 1
Cl.
42
2
1
196
(6-8x)
repeat until cue
197 198
cue begins
199
last repeat
Vc.
155
repeat until cue (cue begins)
Vln.
repeat until cue (cue begins)
Pno. 4
repeat until cue (cue begins)
Pno. 3
repeat until cue (cue begins)
Pno. 2
Pno. 1
repeat until cue (cue begins)
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl. 2
1
200
(2-4x)
201
repeat until cue
202
(cue begins)
43
Vc.
cue begins
156
last repeat
Vln.
cue begins last repeat
Pno. 4
cue begins last repeat
Pno. 3
cue begins last repeat
Pno. 2
Pno. 1
cue begins last repeat
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 2
Xylo. 1
Cl.
44
2
1
203
cue begins
204 205
last repeat
Vc.
157
(repeat until cue)
Vln.
(repeat until cue)
Pno. 4
(repeat until cue)
Pno. 3
(repeat until cue)
Pno. 2
Pno. 1
(repeat until cue)
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl. 2
1
206 207
(2-4x)
208
(repeat until cue)
45
Vc.
repeat until cue
158
Vln.
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 2
Pno. 1
repeat until cue
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl.
46
2
1
209
repeat until cue
210 211
Vc.
159
cue begins (last repeat)
Vln.
cue begins (last repeat)
Pno. 4
cue begins (last repeat)
Pno. 3
cue begins (last repeat)
Pno. 2
Pno. 1
cue begins (last repeat)
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Cl. 2
1
212 213
cue begins
214
(last repeat)
47
Vc.
160
last repeat
Vln.
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 2
Pno. 1
last repeat
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Cl.
48
2
1
215 216 217
last repeat
Vc.
161
Vln.
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl. 2
1
218 219
(1-2x)
220
49
Vc.
162
Vln.
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl.
50
2
1
221 222 223 224
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib; clarinets follow voices
163
Vln.
Voices 2
1
*
doo
(5-10x)
doo doo
one breath
(5-10x)
doo doo
(5-10x)
doo
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Cl. 2
1
225
*
226A
(5-10x)
one breath
(5-10x) (5-10x)
51
Vc.
164
Vln.
Voices 2
1
simile (one breath)
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Cl.
52
2
1
simile (one breath)
226B
(5-10x) (5-10x) (5-10x)
227A
(5-10x) (5-10x) (5-10x)
Vc.
* with piano 1; fade in gradually
165
Vln.
Voices 2
1
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Cl. 2
1
227B
(5-10x) (5-10x) (5-10x)
228
*
53
Vc.
166
Vln.
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl.
54
2
1
(1x only)
229 230
(1-2x)
231
Vc.
repeat until cue
167
(cue begins)
Vln.
repeat until cue (cue begins)
Pno. 4
repeat until cue (cue begins)
Pno. 3
repeat until cue (cue begins)
Pno. 2
Pno. 1
repeat until cue (cue begins)
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl. 2
1
232
repeat until cue
233 234
(cue begins)
55
Vc.
168
cue begins
Vln.
cue begins
Pno. 4
cue begins
Pno. 3
cue begins
Pno. 2
Pno. 1
cue begins
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Cl.
56
2
1
235 236
cue begins
237
Vc.
169
last repeat
Vln.
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 2
Pno. 1
last repeat
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Cl. 2
1
238 239 240
57
last repeat
Vc.
170
Vln.
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl.
58
2
1
241 242
(1-2x)
243
Vc.
repeat until cue
171
(cue begins)
Vln.
repeat until cue (cue begins)
Pno. 4
repeat until cue (cue begins)
Pno. 3
repeat until cue (cue begins)
Pno. 2
Pno. 1
repeat until cue (cue begins)
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl. 2
1
241
repeat until cue
242 243
(cue begins)
59
Vc.
172
cue begins
Vln.
cue begins
Pno. 4
cue begins
Pno. 3
cue begins
Pno. 2
Pno. 1
cue begins
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Cl.
60
2
1
244 245
cue begins
246
Vc.
173
last repeat
Vln.
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 2
Pno. 1
last repeat
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Cl. 2
1
247 248 249
61
last repeat
Vc.
174
repeat until cue
Vln.
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 2
Pno. 1
repeat until cue
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl.
62
2
1
250
(2-4x)
251
repeat until cue
252
Vc.
cue begins
175
last repeat
Vln.
cue begins last repeat
Pno. 4
cue begins last repeat
Pno. 3
cue begins last repeat
Pno. 2
Pno. 1
cue begins last repeat
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 2
Xylo. 1
Cl. 2
1
253
cue begins
254 255
63
last repeat
Vc.
176
Vln.
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Cl.
64
2
1
256
(7-9x)
257 258
(7-9x)
259 260
177
Vc.
* crescendo gradually through repeats
*
Vln.
*
Voice 3
*
ee
Voices 4
1
Pno. 4
(tenuto sempre)
Pno. 3
r.h.
15ma
Pno. 2
(tenuto sempre)
Pno. 1
(tenuto sempre)
Player 1
Mar. 3
Player 2
Mar. 3
*
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
Medium Hard Rubber
Cl. 2
1
IIIB
261 262
(6-8x)
*
263
cue
(6-8x)
264
(3-5x)
65
Vc.
178
Vln.
Voice 3
ee
Voices 4
1
Pno. 4
Pno. 3
15ma
l.h.
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Cl.
66
2
1
265
(3-5x)
266
(3-5x)
267
(3-5x)
268
(3-5x)
Vc.
179
Vln.
Voice 3
ee
Voices 4
1
Pno. 4
Pno. 3
15ma
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Cl. 2
1
269
(3-5x)
270
(3-5x)
271
(3-5x)
67
Vc.
* poco decresc. begins after first 2 repeats
repeat until cue
180
cue begins last repeat
Vln.
repeat until cue cue begins last repeat
Voice 3
ee
repeat until cue cue begins last repeat
ee
Voices 4
1
Pno. 4
Pno. 3
* poco
15ma
repeat until cue cue begins last repeat
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 1
repeat until cue cue begins last repeat
Cl.
68
2
1
272
(3-5x)
repeat until cue
273
cue begins
274
last repeat
275
Vc.
181
repeat until cue
Vln.
repeat until cue
Voice 3
ee
repeat until cue
(sim.)
Voices 4
1
Pno. 4
Pno. 3
15ma
repeat until cue
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
repeat until cue
Cl. 2
1
276 277
(2-4x)
278
repeat until cue
69
Vc.
182
last repeat
Vln.
last repeat
Voice 3
last repeat
Voices 4
1
Pno. 4
Pno. 3
15ma
last repeat
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 1
last repeat
Cl.
70
2
1
279 280
last repeat
281
Vc.
183
Vln.
Voice 3
Voices 4
1
Pno. 4
Pno. 3
15ma
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Cl. 2
1
282 283 284
71
Vc.
* fade out gradually through repeats
184
Vln.
Voice 3
Voices 4
1
Pno. 4
Pno. 3
15ma
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Xylo. 1
Cl.
72
2
1
285
*
286
(1-2x)
287 288
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib; clarinets follow voices
185
Vln.
Voice 3
Voices 4
1
*
doo
(5-10x)
doo
one breath
doo
(5-10x)
doo doo
(5-10x)
doo
simile (one breath)
doo
(5-10x)
doo doo
(5-10x)
doo
(5-10x)
doo doo
Pno. 4
Pno. 3
15ma
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Xylo. 1
Cl. 2
1
*
289A
(5-10x)
one breath
(5-10x) (5-10x)
simile (one breath)
289B
(5-10x) (5-10x) (5-10x)
73
Vc.
186
Vln.
Voice 3
Voices 4
1
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 4
Pno. 3
15ma
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Xylo. 1
Cl.
74
2
1
290A
(5-10x) (5-10x) (5-10x)
290B
(5-10x) (5-10x) (5-10x)
Vc.
* fade in gradually through repeats
187
repeat until cue
Vln.
repeat until cue
Voice 3
repeat until cue
Voices 4
1
Pno. 4
Pno. 3
15ma
repeat until cue
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Xylo. 1
repeat until cue
Cl. 2
1
291
*
292
(1-2x)
293 294
75
repeat until cue
Vc.
188
Vln.
Voice 3
Voices 4
1
Pno. 4
Pno. 3
15ma
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
Cl.
76
2
1
295 296 297
Vc.
last repeat
189
Vln.
last repeat
Voice 3
last repeat
Voices 4
1
Pno. 4
Pno. 3
15ma
last repeat
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
last repeat
Cl. 2
1
298
last repeat
299 300
77
Vc.
190
repeat until cue
Vln.
repeat until cue
Voice 3
repeat until cue
Voices 4
1
Pno. 4
Pno. 3
15ma repeat until cue
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
repeat until cue
Cl.
78
2
1
301
(2-4x)
302
repeat until cue
303
191
Vc.
* fade out gradually through repeats
last repeat
*
Vln.
last repeat
*
Voice 3
last repeat *
Voices 4
1
Pno. 4
Pno. 3
15ma last repeat
*
Pno. 2
Pno. 1
Player 1
Mar. 3
Player 2
Mar. 3
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
last repeat
*
Cl. 2
1
304
last repeat
305
*
306
(6-10x)
79
192
Vc.
* fade out gradually through repeats
Vln.
Voice 3
Voices 4
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Player 1
Mar. 3
*
Player 2
Mar. 3
*
Player 3
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
Cl.
80
2
1
307
(8-12x)
308
(2-4x)
309
(4-8x)
310 311
193
Vc.
**
*
crescendo gradually through repeats; enter with clarinet cue
crescendo gradually through repeats
*
Vln.
*
Voices 4
3
*
ee
Voice 2
**
doo doo doo doo doo
Voice 1
*
ee
Pno. 3
r.h.
(tenuto sempre)
l.h.
Pno. 2
(tenuto sempre)
Pno. 1
(tenuto sempre)
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Cl. 2
1
IV
312 313
(4-8x)
314
*
cue
315
81
Vc.
194
repeat until cue cue begins
Vln.
repeat until cue cue begins
Voices 4
3
ee ee
repeat until cue
ee ee
cue begins
Voice 2
doo doo doo doo doo doo doo doo
repeat until cue cue begins
Voice 1
ee ee
repeat until cue
ee ee
cue begins
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Cl.
82
2
1
316
(4-8x)
317
(4-8x)
repeat until cue
318 319
cue begins
Vc.
last repeat
195
repeat until cue
Vln.
last repeat repeat until cue
Voices 4
3
ee
last repeat
ee
(sim.)
repeat until cue
Voice 2
doo doo doo doo
last repeat
doo doo doo doo doo doo doo doo doo doo doo doo (sim.)
repeat until cue
Voice 1
ee
last repeat
ee (sim.)
repeat until cue
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Cl. 2
1
320
last repeat
321
(6-8x)
322
83
repeat until cue
Vc.
196
cue begins
Vln.
cue begins
Voices 4
3
cue begins
Voice 2
cue begins
Voice 1
cue begins
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Cl.
84
2
1
323 324
cue begins
325
Vc.
* fade out gradually through repeats
last repeat
197
Vln.
last repeat
Voices 4
3
last repeat
Voice 2
last repeat
Voice 1
last repeat
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Cl. 2
1
326
last repeat
*
327 328
(1-2x)
329
85
Vc.
198
Vln.
Voices 4
3
Voice 2
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Cl.
86
2
1
330 331 332
Vc.
199
Vln.
Voices 4
3
Voice 2
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Cl. 2
1
333 334
to Bass Clarinet
335
87
Vc.
200
Vln.
Voices 4
3
Voice 2
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl.
88
2
1
336
(1-3x)
337 338
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib
201
Vln.
Voices 4
3
Voice 2
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl. 2
1
Bass Clarinet
*
339A
(5-10x)
one breath
(5-10x) (5-10x)
simile (one breath)
339B
(5-10x) (5-10x) (5-10x)
89
Vc.
* begin fade out following bass clarinet cue
202
Vln.
Voices 4
3
*
last time only last time tacet
Voice 2
Voice 1
*
last time only last time tacet
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl.
90
2
1
340A
(5-10x) (5-10x) (5-10x) cue
340B
(5-10x) (5-10x) (5-10x)
Vc.
203
Vln.
Voices 4
3
Voice 2
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl. 2
1
341A
(5-10x) (5-10x) (5-10x)
341B
(5-10x) (5-10x) (5-10x)
91
Vc.
* begin fade out following bass clarinet cue
204
Vln.
Voices 4
3
Voice 2
*
last time only last time tacet
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl.
92
2
1
342A
(5-10x) (5-10x) (5-10x) cue
342B
(5-10x) (5-10x) (5-10x)
Vc.
205
Vln.
Voices 4
3
Voice 2
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl. 2
1
343A
(5-10x) (5-10x) (5-10x)
343B
(5-10x) (5-10x) (5-10x)
93
Vc.
*
* begin fade out following bass clarinet cue
206
last time tacet
Vln.
*
last time tacet
Voices 4
3
Voice 2
Voice 1
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl.
94
2
1
344A
(5-10x) (5-10x) (5-10x) cue
344B
(5-10x) (5-10x) (5-10x)
207
Vc.
**
*
fade in/out through repeats ad lib
enter right after string cue; in one breath; breathe when comfortable; fade in/out through repeats ad lib
**
cue (7-12x) (7-12x) (7-12x)
simile
(7-12x) (7-12x) (7-12x)
Vln.
**
cue (7-12x) (7-12x) (7-12x)
simile
(7-12x) (7-12x) (7-12x)
Voices 4
3
*
doo
(5-10x)
doo doo
one breath
(5-10x)
doo doo
(5-10x)
doo doo
simile (one breath)
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voice 2
*
doo
(5-10x)
doo doo
one breath
(5-10x)
doo doo
(5-10x)
doo doo
simile (one breath)
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voice 1
*
doo
(5-10x)
doo doo
one breath
(5-10x)
doo doo
(5-10x)
doo doo
simile (one breath)
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl. 2
1
345A
(5-10x) (5-10x) (5-10x)
345B
(5-10x) (5-10x) (5-10x)
95
Vc.
(7-12x) (7-12x)
208
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Voice 2
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Voice 1
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl.
96
2
1
346A
(5-10x) (5-10x) (5-10x)
346B
(5-10x) (5-10x) (5-10x)
Vc.
(7-12x) (7-12x)
209
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 1
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl. 2
1
347A
(5-10x) (5-10x) (5-10x)
347B
(5-10x) (5-10x) (5-10x)
97
Vc.
(7-12x) (7-12x)
210
(7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
(5-10x) (5-10x) (5-10x) (5-10x)
Voice 1
(5-10x) (5-10x) (5-10x) (5-10x)
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Bs. Cl.
98
2
1
cue
348
(5-10x) (5-10x) (5-10x) big cue
349
(5-10x) (5-10x)
Vc.
(7-12x)
211
(7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x)
Voice 2
(5-10x) (5-10x) (5-10x)
Voice 1
(5-10x) (5-10x) (5-10x)
Pno. 3
l.h.
r.h.
Pno. 1
l.h.
r.h.
Mar. 2
Mar. 1
Bs. Cl. 2
1
V
(5-10x)
350
(5-10x) (5-10x)
99
Vc.
* piano 2 or 4 begins, other piano following immediately next bar; similarly through 360
(7-12x)
212
Vln.
(7-12x)
Voices 4
3
(5-10x) (5-10x)
Voice 2
(5-10x) (5-10x)
Voice 1
(5-10x) (5-10x)
Pno. 4
*
l.h.
Pno. 3
Pno. 2
*
l.h.
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
351
(3-5x)
Bs. Cl.
100
2
1
(5-10x)
Vc.
* fade out gradually through repeats
213
Vln.
Voices 4
3
Voices 2
1
Pno. 4
r.h.
Pno. 3
Pno. 2
r.h.
Pno. 1
Mar. 2
*
Mar. 1
*
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
352
(3-5x)
353
(3-5x)
354
(3-5x)
355
(3-5x)
101
Vc.
214
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl.
102
2
1
356
(3-5x)
357
(3-5x)
358
(3-5x)
Vc.
* fade out gradually through repeats
215
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
*
Pno. 1
*
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
359
(3-5x)
360
(1-3x)
361
(1-3x)
103
Vc.
* piano 1 or 2 begins, other piano following immediately next bar; similarly through 371
216
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
*
l.h.
r.h.
Pno. 1
*
l.h.
r.h.
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl.
104
2
1
362
(3-5x)
363
(3-5x)
364
(3-5x)
365
(3-5x)
Vc.
217
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
366
(3-5x)
367
(3-5x)
368
(3-5x)
105
218
Vc.
* fade out gradually through repeats
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
*
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl.
106
2
1
369
(3-5x)
370
(3-5x)
371
(2-4x)
219
Vc.
* fade in gradually through repeats
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
*
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
372
(2-4x)
373
(1-4x)
374
107
220
Vc.
* fade in gradually through repeats
Vln.
Voices 4
3
Voices 2
1
(ossia)
*
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
doo
doo
doo
doo
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
doo
doo
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
doo
doo
doo
doo
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
*
Mar. 1
*
Xylo. 2
Xylo. 1
Bs. Cl.
108
2
1
375
(1-2x)
376 377
221
Vc.
**
*
cresc./decresc. through repeats ad lib
in one breath; breathe when comfortable; fade in/out through repeats ad lib
**
(7-12x) (7-12x) (7-12x)
simile
(7-12x) (7-12x) (7-12x)
Vln.
**
(7-12x) (7-12x) (7-12x)
simile
(7-12x) (7-12x) (7-12x)
Voices 4
3
*
doo
(5-10x)
doo doo
one breath
(5-10x)
doo doo
(5-10x)
doo doo
simile (one breath)
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Voices 2
1
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
dn
dle
doo
doo
doo
doo
(sim.)
(sim.)
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
*
cue
378
(5-10x)
one breath
(5-10x) (5-10x) simile (one breath)
379
(5-10x) (5-10x) (5-10x)
109
222
Vc.
*
until the bass clarinet cue at 382A where they gradually fade in with no bars of silence in between
marimba 1/2, piano 1, and voices 1/2 gradually fade out starting at the bass clarinet cue at 381 and continue their gradual fade out
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voices 2
1
*
Pno. 4
Pno. 3
Pno. 2
Pno. 1
*
Mar. 2
*
Mar. 1
*
Xylo. 2
Xylo. 1
Bs. Cl.
110
2
1
380
(5-10x) (5-10x) (5-10x) cue
381
(5-10x) (5-10x) (5-10x)
Vc.
(7-12x) (7-12x)
223
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voices 2
1
(ossia) doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
dn
dle
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
doo
(sim.)
(sim.)
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
cue
382A
(5-10x) (5-10x) (5-10x)
382B
(5-10x) (5-10x) (5-10x)
111
Vc.
(7-12x) (7-12x)
224
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl.
112
2
1
383A
(5-10x) (5-10x) (5-10x)
383B
(5-10x) (5-10x) (5-10x)
Vc.
(7-12x) (7-12x)
225
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
384A
(5-10x) (5-10x) (5-10x)
384B
(5-10x) (5-10x) (5-10x)
113
Vc.
* fade out gradually following bass clarinet cue
(7-12x) (7-12x)
226
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voices 2
1
*
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Bs. Cl.
114
2
1
385A
(5-10x) (5-10x) (5-10x)
cue
385B
(5-10x) (5-10x) (5-10x)
to B  Clarinet
Vc.
227
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Cl. 2
1
115
Pno. 4
228
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Vib.
116
386
(1-2x)
387
Ped.
cue
388
Pno. 4
229
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Vib.
389 390 391
117
Vc.
230
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
l.v.
Xylo. 2
r.h.
l.h.
Xylo. 1
l.h.
r.h.
Maracas
l.h.
r.h.
Cl.
118
2
1
VI
392 393 394
(1-2x)
Vc.
* fade in gradually through repeats
*
231
Vln.
*
Voices 4
3
Voices 2
1
*
doo doo doo doo
Pno. 4
*
Pno. 3
*
Pno. 1+2
Mar. 1+2
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
395
B  Clarinet
*
396
(1-3x)
397
119
Vc.
232
repeat until cue
Vln.
repeat until cue
Voices 4
3
Voices 2
1
doo doo doo doo
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 1+2
repeat until cue
Mar. 1+2
repeat until cue
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Maracas
Cl.
120
2
1
398
(1-3x)
399
repeat until cue
400
Vc.
last repeat
233
Vln.
last repeat
Voices 4
3
Voices 2
1
doo doo doo doo
last repeat
doo doo doo doo doo doo
doo
doo
dn
dle doo doo doo doo (sim.)
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 1+2
last repeat
Mar. 1+2
last repeat
Vib.
l.v.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
401
last repeat
402 403
121
Vc.
234
repeat until cue
Vln.
repeat until cue
Voices 4
3
Voices 2
1
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 1+2
repeat until cue
Mar. 1+2
repeat until cue
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Maracas
Cl.
122
2
1
404
(4-9x)
405
repeat until cue
406
Vc.
last repeat
235
Vln.
last repeat
Voices 4
3
Voices 2
1
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 1+2
last repeat
Mar. 1+2
last repeat
Vib.
l.v.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
407
last repeat
408 409
123
Vc.
236
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl.
124
2
1
410 411 412
Vc.
237
repeat until cue
Vln.
repeat until cue
Voices 4
3
Voices 2
1
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 1+2
repeat until cue
Mar. 1+2
repeat until cue
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
413
(2-4x)
414 415
repeat until cue
125
Vc.
238
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Maracas
Cl.
126
2
1
416 417 418
Vc.
last repeat
239
Vln.
last repeat
Voices 4
3
Voices 2
1
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 1+2
last repeat
Mar. 1+2
last repeat
Vib.
l.v.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
419
last repeat
420 421
127
Vc.
* fade out gradually through repeats
240
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl.
128
2
1
422 423
*
424
Vc.
241
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
425
(1-2x)
426 427
129
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib; voice 1/2 enter with clarinets and fade in/out with clarinets
242
Vln.
Voices 4
3
*
doo
(5-10x)
doo doo
one breath
(5-10x)
doo doo
(5-10x)
doo
simile (one breath)
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Xylo. 2
Xylo. 1
Maracas
Cl.
130
2
1
*
cue
428A
(5-10x)
one breath
(5-10x) (5-10x)
simile (one breath)
428B
(5-10x) (5-10x) (5-10x)
Vc.
243
Vln.
Voices 4
3
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
428C
(5-10x) (5-10x) (5-10x)
429A
(5-10x) (5-10x) (5-10x)
131
Vc.
244
Vln.
Voices 4
3
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Xylo. 2
Xylo. 1
Maracas
Cl.
132
2
1
429B
(5-10x) (5-10x) (5-10x)
429C
(5-10x) (5-10x) (5-10x)
Vc.
* fade in gradually
245
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
430 431
*
133
Vc.
246
Vln.
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Xylo. 2
Xylo. 1
Maracas
Cl.
134
2
1
432 433 434
Vc.
247
repeat until cue
Vln.
repeat until cue
Voices 2
1
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 1+2
repeat until cue
Mar. 1+2
repeat until cue
Xylo. 2
repeat until cue
Xylo. 1
repeat until cue
Maracas
repeat until cue
Cl. 2
1
435
(1-2x)
436 437
135
repeat until cue
Vc.
248
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Maracas
Cl.
136
2
1
438 439 440
Vc.
last repeat
249
Vln.
last repeat
Voices 4
3
Voices 2
1
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 1+2
last repeat
Mar. 1+2
last repeat
Vib.
l.v.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
441
last repeat
442 443
137
Vc.
250
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl.
138
2
1
444 445 446
Vc.
251
repeat until cue
Vln.
repeat until cue
Voices 4
3
Voices 2
1
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 1+2
repeat until cue
Mar. 1+2
repeat until cue
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
447
(1-2x)
448 449
repeat until cue
139
Vc.
252
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Maracas
Cl.
140
2
1
450 451 452
Vc.
last repeat
253
Vln.
last repeat
Voices 4
3
Voices 2
1
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 1+2
last repeat
Mar. 1+2
Vib.
l.v.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
453
last repeat
454 455
141
Vc.
254
repeat until cue
Vln.
repeat until cue
Voices 4
3
Voices 2
1
repeat until cue
Pno. 4
repeat until cue
Pno. 3
repeat until cue
Pno. 1+2
repeat until cue
Mar. 1+2
repeat until cue
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Maracas
Cl.
142
2
1
456
(2-4x)
457
repeat until cue
458
Vc.
last repeat
255
Vln.
last repeat
Voices 4
3
Voices 2
1
last repeat
Pno. 4
last repeat
Pno. 3
last repeat
Pno. 1+2
last repeat
Mar. 1+2
last repeat
Vib.
l.v.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
459
last repeat
460 461
143
256
Vc.
*
* fade out gradually through repeats
Vln.
*
Voices 4
3
Voices 2
1
*
Pno. 4
*
Pno. 3
*
Pno. 1+2
Mar. 1+2
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl.
144
2
1
*
462
(2-4x)
463 464
Vc.
257
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
repeat until cue
Mar. 1+2
repeat until cue
Vib.
Xylo. 2
Xylo. 1
Maracas
Cl. 2
1
465 466
(3-5x)
467
145
Vc.
258
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 1+2
Mar. 1+2
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Maracas
Cl.
146
2
1
468 469 470 471
259
Vc.
**
*
fade in gradually through repeats
fade out gradually through repeats
Vln.
Voices 4
3
Voices 2
1
Pno. 3
r.h.
l.h.
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Marac. 2
**
l.h.
r.h.
Marac. 1
*
Cl. 2
1
VII
472 473 474
(2-6x)
147
260
Vc.
**
*
enter with clarinets at cue; fade in gradually through repeats
fade in gradually through repeats
Vln.
Voices 4
3
Voices 2
1
**
doo
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Marac. 1
Cl.
148
2
1
475 476 477
*
cue
261
Vc.
* fade in gradually through repeats
*
(repeat until cue)
Vln.
*
(repeat until cue)
Voices 4
3
*
ee ee
(repeat until cue)
Voices 2
1
doo doo doo doo doo doo doo doo doo doo doo doo
(repeat until cue)
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
480 481 482
149
(repeat until cue)
Vc.
repeat until cue
262
cue begins
Vln.
repeat until cue cue begins
Voices 4
3
ee
repeat until cue
ee ee
cue begins
Voices 2
1
doo doo doo doo
repeat until cue
doo doo doo doo doo doo doo doo
cue begins
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Marac. 2
Cl.
150
2
1
481
(1-3x)
repeat until cue
482 483
cue begins
Vc.
263
last repeat (repeat until cue)
Vln.
last repeat (repeat until cue)
Voices 4
3
ee ee
last repeat
(sim.)
(repeat until cue)
Voices 2
1
doo doo doo doo doo doo doo doo
last repeat
doo doo doo doo doo doo doo doo (sim.)
(repeat until cue)
Pno. 3
Player 2
Mar. 3
(repeat until cue)
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
484 485
last repeat
486
151
(repeat until cue)
Vc.
repeat until cue
264
cue begins
Vln.
repeat until cue cue begins
Voices 4
3
repeat until cue cue begins
Voices 2
1
repeat until cue cue begins
Pno. 3
Player 2
Mar. 3
repeat until cue cue begins
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Marac. 2
Cl.
152
2
1
487
(2-4x)
repeat until cue
488 489
cue begins
Vc.
265
last repeat
Vln.
last repeat
Voices 4
3
last repeat
Voices 2
1
last repeat
Pno. 3
Player 2
Mar. 3
last repeat
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
490 491
last repeat
492
153
Vc.
266
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl.
154
2
1
493 494 495
Vc.
267
repeat until cue
Vln.
repeat until cue
Voices 4
3
repeat until cue
Voices 2
1
repeat until cue
Pno. 3
Player 2
Mar. 3
repeat until cue
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
496 497
(1-2x)
498 499
155
repeat until cue
Vc.
268
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Marac. 2
Cl.
156
2
1
500 501 502
Vc.
last repeat
269
Vln.
last repeat
Voices 4
3
last repeat
Voices 2
1
doo doo doo ah
last repeat
ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah
Pno. 3
Player 2
Mar. 3
last repeat
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
503
last repeat
504 505
157
Vc.
270
Vln.
Voices 4
3
Voices 2
1
ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah ah (sim.)
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl.
158
2
1
506 507 508
Vc.
271
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
509
(1-2x)
510 511
tacet last time
159
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib
272
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Marac. 2
Cl.
160
2
1
*
512A
(5-10x)
one breath
(5-10x) (5-10x) simile (one breath)
512B
(5-10x) (5-10x) (5-10x)
Vc.
273
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
513A
(5-10x) (5-10x) (5-10x)
513B
(5-10x) (5-10x) (5-10x)
161
Vc.
* with voices 1 and 2; fade in gradually
274
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Marac. 2
Cl.
162
2
1
514
*
515
Vc.
275
repeat until cue
Vln.
repeat until cue
Voices 4
3
repeat until cue
Voices 2
1
repeat until cue
Pno. 3
Player 2
Mar. 3
repeat until cue
Player 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
516
(1-2x)
517 518
163
repeat until cue
Vc.
276
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Marac. 2
Cl.
164
2
1
519 520 521
Vc.
last repeat
277
Vln.
last repeat
Voices 4
3
last repeat
Voices 2
1
ah ah ah doo
last repeat
doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo doo (sim.)
Pno. 3
Player 2
Mar. 3
last repeat
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
522
last repeat
523 524
165
Vc.
278
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl.
166
2
1
525 526 527
Vc.
279
repeat until cue
Vln.
repeat until cue
Voices 4
3
repeat until cue
Voices 2
1
repeat until cue
Pno. 3
Player 2
Mar. 3
repeat until cue
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
528
(1-2x)
529 530
repeat until cue
531
167
Vc.
280
last repeat
Vln.
last repeat
Voices 4
3
last repeat
Voices 2
1
last repeat
Pno. 3
Player 2
Mar. 3
last repeat
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Marac. 2
Cl.
168
2
1
532 533 534
last repeat
Vc.
281
repeat until cue
Vln.
repeat until cue
Voices 4
3
repeat until cue
Voices 2
1
repeat until cue
Pno. 3
Player 2
Mar. 3
repeat until cue
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
535
(2-4x)
536
repeat until cue
537
169
Vc.
cue begins
282
last repeat
Vln.
cue begins last repeat
Voices 4
3
cue begins last repeat
Voices 2
1
cue begins last repeat
Pno. 3
Player 2
Mar. 3
cue begins last repeat
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 2
Xylo. 1
Marac. 2
Cl.
170
2
1
538
cue begins
539 540
last repeat
283
Vc.
*
* fade out gradually through repeats
Vln.
*
Voices 4
3
*
Voices 2
1
*
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
541
*
(3-5x)
542 543
171
Vc.
284
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Marac. 2
Cl.
172
2
1
544 545
(3-5x)
546
Vc.
285
Vln.
Voices 4
3
Voices 2
1
Pno. 3
Player 2
Mar. 3
Player 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
Xylo. 2
Xylo. 1
Marac. 2
Cl. 2
1
547 548 549 550
to Bass Clarinet
173
Vc.
**
* fade out gradually through repeats
fade in gradually through repeats
286
Vln.
Voices 4
3
Voices 2
1
Pno. 4
r.h.
l.h.
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
Marac. 2
**
Marac. 1
*
Bs. Cl.
174
2
1
VIII
551 552 553
(1-3x)
287
Vc.
**
*
enter with clarinets at cue and fade in gradually through repeats
fade in gradually through repeats
**
Vln.
**
Voices 4
3
**
ee ee
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 2
Marac. 1
Bs. Cl. 2
1
554
Bass Clarinet
*
555
cue
(2-3x)
556
175
Vc.
288
Vln.
Voices 4
3
ee ee
Voices 2
1
Pno. 4
Pno. 3
r.h.
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl.
176
2
1
557
(2-3x)
558 559
(1-3x)
Vc.
289
Vln.
Voices 4
3
ee ee (sim.)
Voices 2
1
Pno. 4
Pno. 3
8va
l.h.
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl. 2
1
560 561
(1-3x)
562
177
Vc.
290
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl.
178
2
1
563
(1-3x)
564 565
(1-3x)
Vc.
291
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl. 2
1
566 567
(1-3x)
568
179
Vc.
292
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl.
180
2
1
569
(1-3x)
570 571
(1-3x)
Vc.
repeat until cue
293
last repeat
Vln.
repeat until cue last repeat
Voices 4
3
repeat until cue last repeat
Voices 2
1
Pno. 4
Pno. 3
8va
repeat until cue last repeat
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
repeat until cue last repeat
Marac. 1
Bs. Cl. 2
1
572
repeat until cue
573 574
181
last repeat
Vc.
294
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
Marac. 1
Bs. Cl.
182
2
1
575 576 577
(2-4x)
Vc.
repeat until cue
295
last repeat
Vln.
repeat until cue last repeat
Voices 4
3
repeat until cue last repeat
Voices 2
1
Pno. 4
Pno. 3
8va
repeat until cue last repeat
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
repeat until cue last repeat
Marac. 1
Bs. Cl. 2
1
578
repeat until cue
579 580
183
last repeat
Vc.
296
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
Marac. 1
Bs. Cl.
184
2
1
581 582 583
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib
297
Vln.
Voices 4
3
Voices 2
1
*
doo
585A
(5-10x)
doo
one breath
doo
(5-10x)
doo doo
(5-10x)
doo simile (one breath)
doo
585B
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Xylo. 1
Marac. 1
Bs. Cl. 2
1
584
185
Vc.
298
Vln.
Voices 4
3
Voices 2
1
doo
586A
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
doo
586B
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
Marac. 1
Bs. Cl.
186
2
1
589
Vc.
299
Vln.
Voices 4
3
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl. 2
1
588 589 590
187
Vc.
300
Vln.
Voices 4
3
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
Marac. 1
Bs. Cl.
188
2
1
591 592 593
(2-4x)
Vc.
repeat until cue
301
last repeat
Vln.
repeat until cue last repeat
Voices 4
3
repeat until cue last repeat
Pno. 4
Pno. 3
8va
repeat until cue last repeat
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
repeat until cue last repeat
Marac. 1
Bs. Cl. 2
1
594
repeat until cue
595 596
189
last repeat
Vc.
* fade out gradually through repeats
302
Vln.
Voices 4
3
Pno. 4
Pno. 3
8va
*
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
*
Marac. 2
Bs. Cl.
190
2
1
597 598 599
(1-3x)
Vc.
* fade out gradually through repeats
*
303
Vln.
*
Voices 4
3
*
Pno. 4
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl. 2
1
600
*
601
(1-3x)
602
191
304
Vc.
* fade out gradually through repeats
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 1
Marac. 2
*
Bs. Cl.
192
2
1
603
(2-4x)
604 605
Vc.
305
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 3
Pno. 2
Pno. 1
Mar. 3
Mar. 2
Mar. 1
Vib.
Xylo. 1
Marac. 1
Bs. Cl. 2
1
606 607 608
to B  Clarinet
193
Vc.
* enter with clarinets at cue; when clarinets move to next bar, follow immediatly; similarly through 617
306
* tenuto sempre
Vln.
* tenuto sempre
Voices 4
3
Voices 2
1
doo
*
doo doo
tenuto sempre
Player 1
Pno. 4
Player 2
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 2
Xylo. 1
Cl.
194
2
1
IX
609 610
(4-6x)
B  Clarinet
611
cue
(4-7x)
612
(4-7x)
Vc.
307
Vln.
Voices 4
3
Voices 2
1
doo doo doo doo doo doo doo doo doo doo doo doo
Player 1
Pno. 4
Player 2
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Vib.
Xylo. 2
Xylo. 1
Cl. 2
1
613
(4-7x)
614
(4-7x)
615
(4-7x)
195
308
Vc.
**
*
decrescendo gradually through repeats
fade out gradually through repeats
*
Vln.
*
Voices 4
3
Voice 2
doo doo doo doo doo doo doo doo doo doo doo doo doo
**
doo doo doo doo doo doo doo
Voice 1
doo doo doo doo doo doo doo doo doo doo doo doo doo
*
doo doo doo doo doo doo doo
Player 1
Pno. 4
Player 2
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
Xylo. 1
Cl.
196
2
1
616
(4-7x)
617
(1-3x)
*
618
(2-6x)
309
Vc.
****
***
**
*
begin fade in after bass clarinet cue; fade in/out through repeats ad lib
cresc./decresc. through repeats ad lib
fade in/out through repeats ad lib
in one breath; breathe when comfortable; fade in/out through repeats ad lib
****
(7-12x) (7-12x) (7-12x)
Vln.
****
(7-12x) (7-12x) (7-12x)
Voices 4
3
****
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voice 2
doo doo doo doo doo doo doo
(6-10x) ***
doo doo doo doo
(3-5x)
doo doo doo
Voice 1
**
doo doo doo doo
(3-5x)
doo doo doo
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
(3-5x) 8va (3-5x) (3-5x)
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
(3-5x) (3-5x) (3-5x)
Cl. 2
1
to Bass Clarinet
Bass Clarinet
*
619
cue
(5-10x)
one breath
(5-10x) (5-10x)
197
Vc.
simile
(7-12x) (7-12x)
310
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
simile
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
simile
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo (sim.)
Voice 2
doo doo doo
(3-5x)
doo doo doo doo doo doo doo doo doo doo doo (sim.)
(6-10x)
Voice 1
doo doo doo
(3-5x)
doo doo doo doo (sim.)
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va (3-5x) (3-5x) (3-5x)
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
(3-5x) (3-5x) (3-5x)
Bs. Cl.
198
2
1
620
(5-10x) (5-10x) (5-10x)
621
(5-10x) (5-10x) (5-10x)
Vc.
* xylophone 2 and piano 4: player 2 enter immediately after bass clarinet cue
(7-12x) (7-12x)
311
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
(3-5x) (3-5x)
(3-5x) (3-5x)
Voice 1
(3-5x) (3-5x)
Player 2
Pno. 4
*
8va (3-5x) (3-5x) (3-5x)
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va (3-5x)
(3-5x)
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
*
(3-5x) (3-5x) (3-5x)
Xylo. 1
(3-5x) (3-5x)
Bs. Cl. 2
1
622
(5-10x) (5-10x) (5-10x) cue
623
(5-10x) (5-10x) (5-10x)
199
Vc.
(7-12x) (7-12x)
312
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
(3-5x) (3-5x)
(6-10x)
Voice 1
(3-5x) (3-5x)
Player 2
Pno. 4
8va (3-5x) (3-5x) (3-5x)
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(3-5x) (3-5x) (3-5x)
Xylo. 1
(3-5x)
Bs. Cl.
200
2
1
624
(5-10x) (5-10x) (5-10x)
625
(5-10x) (5-10x) (5-10x)
Vc.
* begin pulsing after bass clarinet cue
(7-12x) (7-12x)
313
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
(3-5x) (3-5x)
Voice 1
(3-5x) (3-5x)
Player 2
Pno. 4
8va (3-5x) (3-5x)
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(3-5x) (3-5x)
*
(7-12x) (7-12x) (7-12x)
Xylo. 1
*
(7-12x) (7-12x) (7-12x)
Bs. Cl. 2
1
626
(5-10x) (5-10x) (5-10x) cue
627A
(5-10x) (5-10x) (5-10x)
201
Vc.
(7-12x) (7-12x)
314
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
Player 2
Pno. 4
8va
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Bs. Cl.
202
2
1
à2
627B
(5-10x) (5-10x) (5-10x) div.
627C
(5-10x) (5-10x) (5-10x)
Vc.
* begin pulsing after bass clarinet cue
(7-12x) (7-12x)
315
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
Player 2
Pno. 4
8va
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va
*
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Bs. Cl. 2
1
cue
628A
(5-10x) (5-10x) (5-10x) à2
628B
(5-10x) (5-10x) (5-10x)
203
Vc.
* begin pulsing after bass clarinet cue
(7-12x) (7-12x)
316
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
Player 2
Pno. 4
8va
*
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Bs. Cl.
204
2
1
div.
628C
(5-10x) (5-10x) (5-10x) cue
629A
(5-10x) (5-10x) (5-10x)
Vc.
(7-12x) (7-12x)
317
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
Player 2
Pno. 4
8va
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Bs. Cl. 2
1
à2
629B
(5-10x) (5-10x) (5-10x) àiv.
629C
(5-10x) (5-10x) (5-10x)
205
Vc.
* entire ensemble follows bass clarinet cue for beginning of section X
(7-12x) (7-12x)
318
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo)
Voice 2
(doo
1. and 2. trade quietly
doo doo doo doo doo doo)
Player 2
Pno. 4
8va (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Bs. Cl.
206
2
1
X
* cue
630A
(5-10x) (5-10x) (5-10x)
630B
(5-10x) (5-10x) (5-10x)
Vc.
(7-12x) (7-12x)
319
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
Player 2
Pno. 4
8va (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Bs. Cl. 2
1
631A
(5-10x) (5-10x) (5-10x)
631B
(5-10x) (5-10x) (5-10x)
207
Vc.
(7-12x) (7-12x)
320
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voices 4
3
(5-10x) (5-10x) (5-10x) (5-10x) (5-10x) (5-10x)
Voice 2
1. and 2. trade quietly
Player 2
Pno. 4
8va (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
8va (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 2
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Xylo. 1
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Bs. Cl.
208
2
1
632A
(5-10x) (5-10x) (5-10x)
632B
(5-10x) (5-10x) (5-10x)
Vc.
321
Vln.
Voices 4
3
Voices 2
1
Player 2
Pno. 4
Player 1
Pno. 4
Player 2
Pno. 3
Player 1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Vib.
Ped.
cue
Xylo. 2
Xylo. 1
Bs. Cl. 2
1
633
(8-10x)
634 635
to B  Clarinet
209
322
Vc.
* fade in gradually through repeats
*
Vln.
*
Voice 4
*
ee ee
Voice 3
*
ee ee
Voices 2
1
*
doo doo doo doo doo
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Vib.
l.v.
Xylo. 1
Cl.
210
2
1
XI
636 637
(3-5x)
638
B  Clarinet
*
639
(4-6x)
Vc.
repeat until cue
323
cue begins last repeat
Vln.
repeat until cue cue begins last repeat
Voice 4
ee
repeat until cue
ee
cue begins
ee ee
last repeat
Voice 3
ee
repeat until cue
ee
cue begins
ee ee
last repeat
Voices 2
1
doo doo doo doo
repeat until cue
doo doo doo doo
cue begins
doo doo doo doo doo doo doo doo
last repeat
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 1
Cl. 2
1
640
(1-3x)
repeat until cue
641
cue begins
642 643
211
last repeat
Vc.
324
repeat until cue
Vln.
repeat until cue
Voice 4
ee
repeat until cue
(sim.)
Voice 3
ee
repeat until cue
(sim.)
Voices 2
1
doo doo doo doo doo doo doo doo doo doo doo doo
repeat until cue
doo doo doo doo doo doo doo doo (sim.)
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Vib.
Xylo. 1
Cl.
212
2
1
644
(2-4x)
645
repeat until cue
646
Vc.
cue begins
325
last repeat
Vln.
cue begins last repeat
Voice 4
cue begins last repeat
Voice 3
cue begins last repeat
Voices 2
1
cue begins last repeat
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Vib.
Ped.
cue
l.v.
Xylo. 1
Cl. 2
1
647
cue begins
648 649
213
last repeat
Vc.
326
Vln.
Voice 4
Voice 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Cl.
214
2
1
650 651
(1-2x)
652 653
Vc.
* fade out
327
Vln.
Voice 4
Voice 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Cl. 2
1
654
*
655 656 657
to Bass Clarinet
215
Vc.
* repeat 1-2x through before clarinets enter with 658A
328
(1-2x)
*
Vln.
(1-2x)
*
Voice 4
(1-2x)
*
Voice 3
(1-2x)
*
Voices 2
1
(1-2x)
*
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl.
216
2
1
Vc.
* in one breath; breathe when comfortable; fade in/out through repeats ad lib.
329
Vln.
Voice 4
Voice 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl. 2
1
Bass Clarinet
*
658A
(5-10x)
one breath
(5-10x) (5-10x)
simile (one breath)
658B
(5-10x) (5-10x) (5-10x)
217
Vc.
* fade out gradually last time only following bass clarinet cue
330
Vln.
Voice 4
Voice 3
*
(last time only) last time tacet
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl.
218
2
1
658C
(5-10x) (5-10x) (5-10x)
658D
cue (5-10x) (5-10x) (5-10x)
Vc.
331
Vln.
Voice 4
Voice 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl. 2
1
659A
(5-10x) (5-10x) (5-10x)
659B
(5-10x) (5-10x) (5-10x)
219
Vc.
* fade out gradually last time only following bass clarinet cue
332
Vln.
Voice 4
Voice 3
Voices 2
1
*
(last time only)
last time tacet
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl.
220
2
1
659C
(5-10x) (5-10x) (5-10x)
659D
cue (5-10x) (5-10x) (5-10x)
Vc.
333
Vln.
Voice 4
Voice 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl. 2
1
660A
(5-10x) (5-10x) (5-10x)
660B
(5-10x) (5-10x) (5-10x)
221
Vc.
*
*
(last time only)
fade out gradually last time only following bass clarinet cue
334
last time tacet
Vln.
*
(last time only)
last time tacet
Voice 4
*
(last time only) last time tacet
Voice 3
Voices 2
1
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl.
222
2
1
660C
(5-10x) (5-10x) (5-10x)
660D
cue (5-10x) (5-10x) (5-10x)
Vc.
* strings, voices, and xylophone 1 change follow bass clarinet cue
* (7-12x) (7-12x)
335
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
* (7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voice 4
3
*
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voices 2
1
*
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl. 2
1
cue
661A
(5-10x) (5-10x) (5-10x) à2
661B
(5-10x) (5-10x) (5-10x)
223
Vc.
(7-12x) (7-12x)
336
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voice 4
3
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voices 2
1
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl.
224
2
1
div.
662A
(5-10x) (5-10x) (5-10x) à2
662B
(5-10x) (5-10x) (5-10x)
Vc.
(7-12x) (7-12x)
337
(7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voice 4
3
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voices 2
1
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 3
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Xylo. 1
Bs. Cl. 2
1
div.
663A
(5-10x) (5-10x) (5-10x) à2
663B
(5-10x) (5-10x) (5-10x)
225
338
Vc.
**
*
change after Bass Clarinet cue
fade out gradually through repeats after Bass Clarinet cue
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Vln.
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Voice 4
3
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Voices 2
1
doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo doo
(5-10x)
doo
Pno. 4
(7-12x) (7-12x) (7-12x) (7-12x) (7-12x) (7-12x)
Pno. 3
*
Pno. 2
Pno. 1
Mar. 2
**
Mar. 1
**
Xylo. 1
*
Bs. Cl.
226
2
1
664
Pulse
I
div.
cue
(5-10x) (5-10x) (5-10x)
665 (5-10x) (5-10x) (5-10x)
Vc.
* Bass Clarinet 1 lifts instrument to cue new each chord.  Pianos, marimbas, voices, and strings  follow a few beats later.  Exact entrances ad lib.
339
Vln.
Voices 4
3
doo doo doo doo doo doo
Voices 2
1
doo doo doo doo doo doo
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl. 2
1
II
*
666
cue
(6-12x)
667
(6-12x)
668
(6-12x)
669
(6-12x)
670
(6-12x)
671
(6-12x)
672
(6-12x)
673
(6-12x)
III
674
cue
(6-12x)
675
(6-12x)
227
Vc.
340
Vln.
Voices 4
3
doo doo doo doo doo doo (sim.)
Voices 2
1
doo doo doo doo
(
doo
) (
doo
)
(sim.)
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
228
2
1
676
(6-12x)
677
(6-12x)
678
(6-12x)
679
(6-12x)
680
(6-12x)
681
(6-12x)
682
IV
cue
(6-12x)
683
(6-12x)
684
(6-12x)
685
(6-12x)
Vc.
341
Vln.
Voices 4
3
Voices 2
1
( )( )
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl. 2
1
686
(6-12x) (6-12x)
687
(6-12x)
688
(6-12x)
689 690
V
(6-12x)
cue
(6-12x)
691
(6-12x)
692
(6-12x)
693 694
(6-12x) (6-12x)
695
(6-12x)
696
(6-12x)
697
229
Vc.
342
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
230
2
1
698
VI
cue
(6-12x)
699
(6-12x)
700
(6-12x)
701
(6-12x)
702
(6-12x)
703
(6-12x)
704
(6-12x)
705
(6-12x)
VII
706
cue
(6-12x)
707
(6-12x)
Vc.
343
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl. 2
1
708
(6-12x)
709
(6-12x)
710
(6-12x)
711
(6-12x)
712
(6-12x)
713
(6-12x)
714
VIII
cue
(6-12x)
715
(6-12x)
716
(6-12x)
717
(6-12x)
231
Vc.
344
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
232
2
1
718
(6-12x)
719
(6-12x)
720
(6-12x)
721
(6-12x)
IX
722
cue
(6-12x)
723
(6-12x)
724
(6-12x)
725
(6-12x)
726
(6-12x)
727
(6-12x)
Vc.
345
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl. 2
1
728
(6-12x)
729
(6-12x)
X
730
cue
(6-12x)
731
(6-12x)
732
(6-12x)
733
(6-12x)
734
(6-12x)
735
(6-12x)
736
(6-12x)
737
(6-12x)
233
Vc.
346
Transcription and Computer Music Engraving by Marc Mellits
Vln.
Voices 4
3
Voices 2
1
Pno. 4
Pno. 2
Pno. 1
Mar. 2
Mar. 1
Bs. Cl.
234
2
1
738
XI
cue
(6-12x)
739
(6-12x)
740
(6-12x)
741
(6-12x)
742
(6-12x)
743
(6-12x)
744
(6-12x)
745
(6-12x)
746
(9-14x)
747
(6-12x)
748
(9-14x)
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